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PREFACE 


No excuse is necessary for the publication of a new edition of Crowe 
and CavalcaseUe’s History of Painting in Italy. That work is the 
most important on the subject that has ever been written, and for 
many years it has been out of print and unprocurable save for a 
very large price at second-hand.^ Yet no student is able to work 
without constantly checking himself by it, for no book or series of 
books that has appeared since has ever been able, or has even 
attempted, to take its place. For connoisseurship as for “ scientific 
criticism ” it has never been approached, if we consider it as a 
whole. It is true that later critics have arisen who have confirmed 
its verdicts or questioned them; but so far not one of them, nor 
ah of them together, have done, in the forty-four years that have 
passed since the book was written, what Crowe and Cavalcaseile did, 
to wit, produced a History of Painting in Italy — ^ia Central Italy, 
that is — at once complete, covering the whole ground, and full of 
detail. 

The immense amount of work that has certainly been accom- 
plished during the last forty years is for the most part supplementary 
to this book, and it has been my object to represent it without 
fear or favour in my notes to these volumes. It seemed to me 
that my first duty in a matter of this kind was to have no personal 
opinions. I had, as my text, an almost classical work in the 
History and Criticism of Art. I had, as my commentaries upon it, 
the great and various mass of criticism that has been wnitten since 
it appeared. My first business was to keep the text absolutely 
^intact and to be loyal to my authors, neither easily to find fault 
with them nor to harry them with questions ; my second was 

1 In 1903, with Mr. Langton Douglas and the late IVIr. Arthur Strong 
as editors, Mr. John Murray began to publish a second edition of this 
work. Two volumes appeared, which consisted of most of the matter in the 
first volume of the first edition. This edition of Mr. Murray’s was to be 
complete in six volumes. So far, however, no further volumes have been 
pubhshed since the two issued in 1903. 
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to select without fear or bias from the later criticism of which I 
have spoken such facts and theories as seriously contradicted or 
supplemented the work of my authors. This I have tried to do as 
well as I could, and I hope and believe that the result may be 
found useful and interesting by aU who care seriously for the history 
and criticism of Italian painting. 

Perhaps I may say a word about the illustration of these 
volumes. Here we were at an advantage over the authors. The 
first edition of 1864 was illustrated with line dra\vings, while we 
could use photographs. More than three hrmdred of these will 
appear in the present work ; and we must thank Messrs. Alinari, 
Anderson, Lombardi, and Mannelli, and especially Signor Brogi, for 
the use of their photographs, without which any adequate illustra- 
tion would have been difficult. It was impossible, however, unless 
we had published the book in quarto or folio and at a very large 
price, to do even such justice as photographs may do to the pictures 
we wished to reproduce. We wanted to give as many as possible, 
in order that the student might use them as notes and reminders 
of the pictures so fully described in the text. And it is as 
attempting to fulfil this useful purpose that they must be judged. 

EDWARD HUTTON. 

London^ 1908. 


The Bettor’s notes are within square brackets. 
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Almari. AKimi. 

MOSAICS FROM THE CHURCH OF SS. COSMA E DAMIANO, ROME 


A NEW HISTORY OE PAINTING 
IN ITALY 


CHAPTER I 

EARLY CHRISTIAN ART TO THE VI. CENTURY 

In the most prosperous times of Rome the arts never attained to 
the perfection of the models created by the genius of Greece. Long 
before the golden age of the Antonines, sculpture and painting had 
degenerated from the high standard upheld in the great times of 
the Empire. From that period till the rise of Christianity they 
pursued an uniform path of degeneracy ; yet they retamed such 
vitality as to impose their laws on the nascent Christian school. It 
is not the object of these pages to trace the decline of Classic art or 
to record its fall. A study of Christian art from its beginning in 
the catacombs of Rome and Naples, to its decline and fall in the 
first ten centuries, and the final development of its genius, as it 
rose to the perfection of Giotto, Ghirlandaio and Raphael, — such is 
the purpose to which these pages are devoted. 

The unconquerable aversion of the primitive Christians from 
images and pictures rapidly subsided in the second and third 
centuries ; and though it seemed yet a rash and sacrilegious act to 
attempt the dehneation of the Eternal, it was no sin to represent 
the Redeemer under the form of the Good Shepherd or of Orpheus, 
or to symbolise His miraculous Birth, His Passion, Death, Resurrec- 
tion, and Ascension by episodes of the Old, prefigurating those of 
the New, Testament. 

The painters of the catacombs, whose works afford the earhest 
examples of Christian art, were but too evidently under the 
influence of pagan models and customs to give their subjects that 
depth of feeling, that Christian type which marked the period of 
the great revival. They twined the Christian theme in garlands 
of pagan flowers. Cupid fluttered in the vine leaves around the 
figure of the Good Shepherd. The chlamys and tunic clothed the 
I. A 
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forms of tli6 Virgin, th© pailium tirat of the prophets , whilst the 
Phrygian dress and cap covered the heads and frames of the 
shepherds or the Magi. The attitude, motions, forms, and distri- 
bution were those of the classic time, the degenerate imitation of 
the greatness of past ages. Whilst the face of the Redeemer 
distantly revealed the features of the Olympian Jove or of Apollo, 
the prophets were but too frequently reminiscent of the Greek 
philosopher. Labouring in the dark and intricate passages or 
vaults in which the first Christians held their conventicles, the semi- 
pagan artists boldly stained the rough coated walls with light and 
lively tinted water-colours, hastily defined their animated figures 
with da.shing lines, and left the spectator to imagine the details 
and modelling of the form. Their representations had something 
classical and bold in movement. Their groups closely resembled 
those of the pagan time, and their execution was naturally rude, 
hasty, and slight. 

Such, from the remains that are now visible, was the character 
of the paintings of the second or third century ^ in the catacomb of 
SS. Nereo e Achilleo ^ in the vault vulgarly called Stanza dei Pesci, 
where the Redeemer is seated ^ in the centre of the roof in the attire 
of a shepherd, carrying the Lamb, and surrounded by an ornament 
of tendrils and Cupids.^ Such, from the feeble traces that remain, 
were the paintings of the third or fourth century in the vault 
usually called Stanza delle PecoreUe,® where the Redeemer was 
depicted in the lunette as the Good Shepherd, carrying the Lamb,® 
accompanied by two figures and a flock ; whilst below, Moses 
strikes the rock and Jonah is swallowed by the whale. Here indeed 
the attitudes were not without grandeur, in so far as simple fines 
can render the human form ; nor were the masses of light and 

1 [The paintings in the Cappella Greca of the catacombs of S. Priscilla 
were executed in the first thirty years of the second century. Wilpert, who 
discovered them, thinks they are of the time of Trajan. C/. Wilpebt, 
“ Fractio panW^ La plus ancienne representation du sacrifice Eucharistique 
d la Gap. Greca (Paris, 189G), and Ventubi, Storia delV Arte Italiana (Milano), 
vol. i. pp. 10, 11. For the paintings generally in the Homan catacombs, 
see WiLPERT, Le Pitture delle Catacombe Eomane, 2 vols. (Rome, 1903). In 
these vols. are more than 300 plates, many of them folio size, a large number 
of them in colour. Tins magnificent work has superseded all others on the 
subject.] 

2 Of old S. Callixtus. 

3 [The Redeemer was standing.] 

* Traces of the head, legs, and body of the principal figure remain. 

5 SS. Kereo e Achilleo, late S. Callixtus. 

® Similar examples of the good pastor may be found in old sarcophagi, for 
instance in Sarc. No, 70 in the Campo Santo of Pisa, where the sandalled 
Saviour is represented beardless, youthful, and with the face of Apollo. 
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shade without breadth, the colour without harmony, or the drapery 
without simplicity.^ 

Yet if painters still hesitated to imitate the features of the 
God-man as He might have existed after reaching the age of 
adolescence, no such scruple affected them when it was necessary 
to depict Him as an infant on the knees of His mother. The Virgin 
herself, though less venerable to the early Christians than to the 
later followers of the Gospel, was already in honour in the third and 
fourth centuries, and might be seen enthroned and either receiving 
the offerings of the Magi or attended by those prophets of the Old 
Testament who had foretold her coming. Amongst the very earliest 
catacomb pictures is one in San Callisto which represents the Virgin 
sitting in profile on a throne holding the infant Saviour and receiv- 
ing the offerings of the Magi, who stand before her in Phrygian 
caps and dresses. In the medallion centre of the roof sits the 
Good Shepherd with two lambs on each side of him. No halo or 
nimbus indicated as yet the saintly character of Mary or of the 
infant Saviour.^ 

The Adoration of the Magi in S. Callisto, and another almost 
similar in the catacomb of S. Agnese, in which the presence of the 
Magi is more certainly determined by the guiding star painted 
above and on one side of the Virgin, were in the antique style, and 
afforded further examples of the veneration in which scenes com- 
bining the presence of the Virgin and Saviour were held. 

The Virgin with the Child was depicted at the same period in 
the catacomb of SS. Marcellino e Pietro receiving offerings from 
two figures on each side of her in Phrygian costume. At a later 
period Isaiah and Jeremiah were represented on each side of episodes 
from the life of the Virgin, and the two figures here depicted may 
have been intended to represent those prophets. A gentle cast of 
features, a slender frame marked this early and still classical repre- 
sentation of the Virgin.® 

A gradual yet sensible decline may be traced with the lapse of 

1 . A careful analysis of the technical process in use at Rome in the tlhrd 
and fourth centuries may be obtained from these wall-paintings. On a light 
ground a general warm yellow-red tone was thrown over the whole of the 
flesh parts of a figure. The shadows were worked in with a deeper and thicker 
tint of the same warm colour in broad masses and without detail. The out- 
line was rapidly drawn in black, as were likewise the eyes, nose, and mouth. 
The draperies were coloured in the primary keys, and with tolerable knowledge 
of the laws of harmony. 

2 The figure of the Virgin is in part effaced and the Saviour almost gone. 

® The Virgin’s head is draped, the colour of the painting gay and har- 
monious. 



4 HISTORY OF PAINTING IN ITALY 

time, even in the rude and hasty works of the catacombs. The 
figures, without losing the character of the Roman antique, become 
sometimes square and short in their proportions, at others inordi- 
nately long ; and they are executed if possible with more haste and 
greater neglect of detail than before. In the vault called the Chapel 
of the Four Evangelists in SS. Nereo e Achilleo, the Saviour was 
represented in a recess in the character of Orpheus taming with 
the sounds of his lyre the wild beasts that surround him. Camels, 
birds, a lion are well grouped about the principal figure. The 
Saviour, still symbolically represented, melds the power of faith 
to convert the heathen and savages. The prophet Micah stands 
above the recess on the left. Moses on the right strikes the rock, 
and in the centre the Virgin holds the infant Saviour before the 
Magi. On a neighbouring wall, Daniel stands in a recess between 
two hons, whilst above on the right Moses ties his sandals. On the 
opposite space are traces of Elijah’s ascent to heaven in a classic 
biga. Above is a female with open arms. Further are Noah, look- 
ing out of the window of the ark, and Lazarus rising from the grave 
in the presence of the Saviour. On the fourth wall, traces of a figure 
remain, and in the medallion centre of the vaulted roof the feeble 
remnants of a bust representing a man with long hair divided in 
the centre, a small beard, and a piece of drapery covering his left 
shoulder. A doubt may exist as to whether the painter intended 
to portray the features of the Redeemer or those of a person whose 
piety might have rendered him conspicuous in life and worthy of 
commemoration after death. 

But the Christians had now completely overcome the scruples 
which forbade them to represent the visible form and features of 
the Saviour in His manhood. As an infant in the arms of His 
mother He had already been exhibited. It now became meritorious 
rather than sacrilegious to delineate His countenance and frame. 
We may admit that a pious forgery^ helped the artists of the 
fourth century in the difficult task of representing the Saviour, yet 
in the types which were at first adopted the antique was closely 
imitated, whilst a little later, when more importance was given to 
the head, it was thought sufficient to. present the regular forms of 
a man in the vigour of manhood, calm, of regular proportions and 
features, with an imposing brow, a straight nose, passionless eyes 
expressing solemnity, and a broad and muscular neck. The beard- 

1 See, as to the letter of the Consul Lentulus, the historians of the 
Empire. 
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less and curly-headed type of the Good Shepherd changed gradually 
from an imitation of Apollo to an imitation of Jupiter. It became 
bearded, shghtly in some cases — ^fully in others. The chin and 
mouth were alternately bared or concealed according to the fancy 
of the artist or the will of his employer ; or the hair was divided 
in the middle and fell in curls on the shoulders. 

Under the transition form yet still reminiscent of Apollo, the 
Saviour was represented in the fourth century or beginning of the 
fifth between the four Evangelists in a vault of S. Callisto called 
Stanza dei Quattro Evangelisti, young, beardless, and with a curly 
head. In full front and with outstretched arms He is seated on a 
Roman chair, with His right hand giving the benediction, with His 
left holding the Gospels, whilst on each side of Him two figures 
stand in classical attitudes and natural motion. One of these 
figures on the left points triumphantly to a star painted above Him, 
and seems thus symbolically to mark the mission of the Saviour 
in the very manner in which it was revealed to the wise men of the 
East.^ A simple nimbus, the first that meets the eye in the cata- 
combs, and the Greek initials of the Saviour’s name, indicate the 
holy character of the Redeemer. In His face, however, not a trace 
is to be seen of that noble resignation, of that consciousness of His 
mission which animated the Redeemer as painted in the fourteenth 
century. It may be urged indeed that in a pictorial representation 
such as this necessarily rude one of the catacombs, damaged besides 
by loss of colour, it is difficult to judge the powers of the artist ; 
but as the examples are numerous, it remains undeniable that early 
Christian artists were not imbued with power or sentiment to render 
the subhme idea of the Redeemer, and that, influenced by classical 
types, they imitated them in the features of the Saviour.^ A little 
later they strove to express something more than majesty, and in 
the effort they feU into an exaggerated mode of delineating human 
passions. They deohned in the power of representing form in 
proportion as time enlarged the gulf between them and the great 
classical ages. In a group of the fourth or fifth century in the 
catacomb of SS. Nereo e Achilleo, representing the Virgin, Child, and 

^ This painting is damaged, and the head of the Saviour almost dis- 
coloured. There are traces of a red tunic and blue mantle. The execution 
is slight, the colour, where it remains, clear. A copy of this painting exists in 
the Museum of S. Giovanni in Laterano, sufficient to illustrate the style but 
not the technical execution of the original. 

2 {Gf, Venttjei, op. city vol. i, p. 34, note 2. He gives an explanation 
of the development of the early representations of the Good Shepherd and 
a bibliography of the subject.] 
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four figures in Phrygian dress making an offering,^ this decline is 
npt as yet very noticeable. It may be traced distinctly in a paint- 
ing of the period, in the same catacomb,^ representing the Saviour 
enthroned in the midst of the apostles,— in remains of figures on the 
lower part of the same wall, busy, it would seem, with the ark, — and 
in the Good Pastor amidst the shepherds and their flock, carrying 
the Lamb on His shoulders. Rapidity of execution had now been 
joined to defective forms and absence of fit proportion. The heads 
were small and the bodies long. 

Whilst the art of Rome thus followed in its decline that of public 
welfare and prosperity, it went through similar phases at Naples, 
in whose catacombs a few examples remain. Two life-sized bust 
figures of SS. Peter and Paul, painted in the fourth or fifth centuries, ^ 
prove the imitation of classical models, whilst they derive additional 
interest from the fact that these saints had already become fixed 
and immutable types. In the austere features, the square head 
and beard, the short hair of S. Peter, in his yellow tunic, the curious 
inquirer may trace the original of many subsequent delineations of 
that apostle. In the long head, grave features, and pointed beard 
of the second figure he may note the unalterable lineaments of the 
apostle Paul. Nimbi already proclaim their saintly character, nor 
will it be found that any sensible difference existed between the 
technical execution of the Naples catacombs and that of the 
artists of Rome. In both capitals painters followed the rules 
of their pagan predecessors, whose works still adorn the ruins 
of Pompeii.^ 

A glance will suffice for a female figure of later date with out- 
stretched arms in a niche in the same catacomb. Her name Vitaha 
and the words ‘‘ in pace ’’ indicate the commemorative nature of 
the picture, and this is confirmed by the costume and the drapery 
which covers the head as well as the frame.® 

The tomb of a most famous Neapolitan saint — Januarius — 
possibly of the fifth or sixth century, is close by, protected by a 
figure of the Saviour erect in a recess with outstretched arms and 
dressed in a tunic and sandals. A youthful beardless face, sur- 

1 Possibly the four prophets, Jeremiah, Isaiah, Malachi, and Daniel [or 
the Magi]. 

* SS, Nereo e Achilleo. Cappella dei Dodici Apostoli. 

® Naples catacombs, braccio sinistro, seconda sepoltura. 

* The letter P indicates the name of both apostles. S. Paul is in a mantle 
of blue. The flesh tints have a general reddish tone, the high lights and 
shadows are put in with body [only the outlines remain]. 

® The he^ of this figure and other parts are discoloured. 
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rounded by a nimbus with the Greek P, the alpha and omega, two 
candelabra above, reveal the intention of the painter to depict the 
Redeemer. Two females on each side of Him, with their arms held 
up before them, complete a composition which, taken as a whole, 
betrays the same progress of decline at Naples as was noticed at 
Rome. 

The decline was not, however, as rapid as might have been ex- 
pected ; and at Rome, in the end of the fifth or first half of the sixth 
century, the painters of the catacombs still produced works which 
testified how deeply the classic forms were impressed upon them 
and how hard it would be to supplant them by others of a character 
more suited to the development of the Christian idea. SS. Peter, 
Gorconius, Marcellinus, and Tiburtius were represented on the walls 
of a vault in the catacomb of SS. Marcellino e Pietro ^ at the side 
of the Lamb standing on a rock from which the four rivers issue. In 
the long frames and small heads, in the defective feet and hands of 
these figures, the declining antique may still be traced. But in the 
centre of the arch of the vault is the Saviour seated on a Roman 
chair, wearing the tunic, pallium, and sandals, giving the benediction 
with His right hand and in His left holding a book. The head, 
surrounded by a simple nimbus, and, on each side of it, the Greek 
alpha and omega, is of a long shape, but of a youthful type. The 
broad and open brow, the calm and regular eye, have a certain 
majesty. The hair falls on the shoulders in locks, and a pointed 
beard adorns the chin. The outline of the frame is also fine. As 
regards pure form indeed this was one of the best tjrpes of head of 
the decline of the sixth century. It was equal to some produced 
at Raverma,^ and nearly approached some produced at the great 
revival in the fourteenth century. To the right and left of the 
Redeemer stand S. Peter and S. Paul, distinguished sbs they had 
already been at Naples by those pecuhar types which remain 
characteristic of them for centuries. An appearance of excessive 
length and exaggerated action is imparted by the nature of the 
space which the figures occupy. The converging shape of the 
furnace vault made it diffictilt for the painter to combine good 
distribution of space with faultless shape and movement. 

A century after this, the Saviour was still depicted, as for instance 

1 Cappella di SS. Pietro e Marcellino. There remain traces of a nimbus 
and the Greek symbol above the Lamb. The name of Petrus” is inscribed 
above the head of that saint. A copy of this painting is in the Museum of 
S. Giovanni in Laterano. 

» With some modification of age at S. Apollinare Nuovo. 
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in S. Ponziano, in the act of benediction and of imposing aspect, 
but the painter had already lost the ease of hand, and had never 
acquired the knowledge of form, of his predecessors. He had sunk 
to a certain conventionalism of delineation which was betrayed in 
the straight nature of the falling hair, the regular succession of the 
curls of a small beard, the semicircular curves of the brows and 
eyehds, and the breadth of dark outlines. The brow was still open 
and fair, the nose straight, the neck broad ; but the eyes had 
already an unpleasant gaze, the lower Hds being distant from the 
iris and the upper unnecessarily arched. An effort in fact had thus 
been made to render the idea of power by inspiring the spectator 
with terror.^ 

Long before this time, however, the painters had ceased to 
conceal themselves in the catacombs, and the higher orders of the 
Italian clergy had resolved that paganism could not be eradicated 
with greater ease than by the multiplication of pictures. The 
curious may study Pauhnus, Gregory, and the partisans of images 
to acquire an insight into the motives which led them to adorn the 
old basilicas and newly erected churches with biblical subjects. 
The mosaics with which the holy edifices were adorned had no 
other character than the paintings of the catacombs, nor is the 
influence of classic forms less visible in them than it was in the 
ruder or more hasty works of the early wall painters. Critics have 
been long deceived by a so-called mosaic in the Christian Museum 
of the Vatican into the belief that the Saviour was represented in 
the earliest times in the green tunic, long hair, and beard, and the 
classical forms of a Greek pliilosopher.^ A Latin inscription vouches 
for the truth of a theory which analysis entirely overthrows. The 
celebrated ikon is but a plaster imitation of mosaic, and may have 
been a copy of an old classic portrait. A painting in the same 
museum said to be of the fourth century is equally unsatisfactory 
to the critic.® 

No mosaics of earlier date than the fourth century are to be 

1 Catacomb of S. Ponziano, sixth or seventh century. The figure is 
colossah The nimbus is here adorned for tlie first time with the Grreek cross. 
A star is painted at each side of the head. Although the t 3 rpe is declining, 
the technical execution of colour remains the same as before. The surface of 
the wall is very rough and the execution hasty. 

* Icon vetustissima Domini nostri Jesu Cristi, in parentinis sacrorum e^e 
materiomm Romanae urbis speciem exhibens musivi operis antiquis.” 

* Originally executed in the catacomb of S. Sebastian, it represents the 
Saviour holding a scroll and touching the shoulder of one near TTim whilst 
other figures are seated around. This painting, semicircular in form, seems 
to represent the Last Supper. 
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found at Rome, nor do these afford material for a fair and impartial 
judgment. There are indeed but three edifices in Italy that contain 
mosaics of the fourth century, and these are so damaged that very 
little of the original remains. Those of the Baptistery built at 
Rome by Constantine in the fourth century, and now called Santa 
Costanza, leave little doubt as to the time when they were executed. 
Here the more essentially pagan peculiarities of the early centuries 
were curiously marked. 

The Saviour was represented in the centre of one of the arched 
doors, as the ruler of the world, sitting on the orb, in tunic and sandals, 
and giving the Gospels to one of the apostles, probably S. Peter, 
standing to the left in front of two other figures.^ Another representa- 
tion of the Saviour adorns the arch of a second door in the same 
edifice. He stands and gives a scroll to an old and venerable figure 
on the left, whilst His right is stretched out in the direction of two 
apostles, probably S. Peter and S. Paul. The words Dominus pacem 
dat indicate the general aim of the Gospel which is to spread peace 
among all men, whilst a tree on each side of the Saviour and four 
lambs at his feet further confirm the kindly nature and the steady 
growth of the faith. 

In both these mosaics the Saviour’s head is surrounded by a 
simple nimbus, whilst the apostles have none. In the spanckils 
of the arches of the cupola are ornaments of vine issuing from 
vases. Figures of Amor gather the grapes whilst birds flutter 
amongst the branches, children play musical instruments ; and 
females may be seen amongst the leaves. The Christian and profane 
are thus commingled as they were in the earliest catacomb picture 
in SS. Nereo e Achilleo, and the general appearance of the remains 
proves that the same spirit of classic imitation animated the 
mosaists and the painters.^ 

The Baptistery of Naples, also of the time of Constantine^ — 
an irregular octagonal building surmounted by a cupola — contains 
mosaics whose style may be traced amidst the repairs of restorers 
both in mosaic and in painting.^ 

^ Behind S. Peter are two and to the right of the Saviour seven trees. 

2 These mosaics are rudely executed and damaged by restorations of 
various dates. Some of the restorations are mosaic, others merely of painted 
plaster, 

® An old inscription in this baptistery, which is now called S. Giovanni 
in Ponte, supports the tradition that Constantine erected the building in 303. 
This fact is confirmed by the chronicles of S. Maria del Principio in Gio. 
Villani. See Lmoi Catala.ni, Le Gkiese di Napoli^ 8vo, Naples 1846, vol. 
pp. 46, 47. 

* Of the four symbolical figures of the Evangelists, that which represents 
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Amongst the prophets on the broad sides of the octagon some 
of whom hold crowns and others offerings, varied attitudes, suit- 
able action, and classic draperies remind the spectator of the fine 
figures of previous ages. Scenes from the life of the Saviour, such 
at least as might serve to impress the multitude with the idea of 
His supernatural power and benevolence, also adorned the cupola, 
but are so altered by restoring as to be worthless to the critic.^ 

Again, in the fourth century the Saviour was represented in 
S. Puclenziana at Rome enthroned, in the act of benediction, holding 
the Gospel in His left hand and supported on each side by a regular 
array of saints, of whom the lowest in rank, S. Pudenziana and 
S. Praxedis, close the procession on the two extremes.^ The atti- 
tude of the Saviour, the outlines of His face and form were grand, 
noble, and regular. The long hair, the beard that covered the 
chin and upper lip, the straight nose and regular features were 
quite in the antique style. The broad masses of light and shade, 
the luminous and rosy flesh tones, where they are not marred by 
restoration, produce a good harmony, nor were the forms enclosed 
as yet in those dark outlines which marked the later progress of 
the decline. The scene of the Saviour’s glorification was not laid 
in heaven. The blue sky, in which white clouds were depicted, 
was adorned with the symbols of the cross and the four Evangelists. 
A tapestry hung behind the Saviour ; and buildings formed the 
background. The distribution of the space and the general array 
of the figures was not inferior to, nor essentially different from, 
those of the pagan period. It must be repeated, the state of this 
mosaic is not such as to permit a fair and impartial judgment. ^ 

The mosaics of the arch of triumph and great aisle in Santa 
Maria Maggiore at Rome, executed in the middle of the fifth 
century, are more satisfactory, more interesting monuments of 
their time. They may be accepted as a convincing proof of the 
difficulty under which the mosaists laboured in the attempt to 

S. John in the form of an angel has the head of an aged man the regular 
features of the classic Roman time. 

^ In the centre of the cupola is the Greek monogram and cross. 

* [The two heroic figures appear to be the Churches ex circumciaione and 
ex genMbua as at S. Sabina in Aventino. See infra, p. 12.] 

® This mosaic has been repaired at different periods and some parts 
entirely removed. The head and figure which preserve their character most 
completely are those of S. Pudenziana. That saint and S. Praxedis are 
represent^ holding crowns in their hands. The head of the Saviour is by 
no means exempt from restoring. The whole group to the right of the 
Saviour, including the lower part of that figure, is new. Though restored, 
however, this mosaic has the character, the costumes, and the style of that 
of Santa Costanza. 
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render scriptural subjecbs of which the t 3 rpical compositions had 
not as yet been invented. So long indeed as the idea of a heavenly 
messenger had no other representative than the old Roman Victory, 
so long as the saints of the Bible were only conceived as proto- 
types of the deities of the pagans, and the Israehtes of the Old 
Testament were confounded with the legionaries of the Caesars, so 
long was it impossible to give Christian art its fit character.^ 

1 [The mosaics of the triumphal arch and of the aisles of S. Maria 
Maggiore are not of the fifth but of the second and third centuries, as has 
lately been shown by Dr. Richter and Miss Taylor in The Golden Age of Classic 
Christian Art (Duckworth, 1904). As work of the fifth century, expressing 
the theology of Jerome and Augustine, they are not explicable; but as 
work of the second and third, summing up as it were the theology of Justin 
Martyr and the Apologists, they are clear enough. The pictures do not 
make a narrative like the frescoes of Giotto in the Upper Church of S. Fran- 
cesco at Assisi ; but are either themselves typological or scenes in which the 
chief figure is a prototype of Christ. The mosaics of the nave fall into four 
groups, the centre of each group being a notable figure of the Old Testament, 
a prototype of Christ: Abraham, Jacob, Moses, Joshua. The first series, 
in which Abraham is the central figure, consists to-day of three pictures, and 
is incomplete, but these three are in great part of original workmanship, 
which cannot be said of the other series, which are however more complete. 
I content myself with giving the subjects, often explicable by a text of 
scripture ; and, having thus given the reader the key to the interpretation, 
would refer him for all details to the work above mentioned of Dr. Richter 
and Miss Taylor. 

First Series 

i. Abraham with Melchizedek. Gen. xiv. 8. 

ii. Abraham and the Three Angels. Gen. xviii. 1 and 2, 9 and 13. 

Remember the obstinate monotheism of the Jewish Christian. The 
whole series is indicative of the struggle between the Jewish and 
Roman Churches. 

iii. Abraham and Lot part. Gen. xiii. 7. A magnificent composition. 

The parting of the two races. Abraham and the unborn Prince of 
Life leave Lot to go to Sodom with the Judaic world. 

Second Series 

Here again we see the struggle between Christianity and Judaism. 
‘‘ Leah is your people and congregation, but Rachel is our Church, for these 
and for the servants in both Christ serves, even now.” — Justin Martyr, Dial, 
with TryphOj cxxxiv. 

i. Jacob’s blessing. Gen. xxvii. 28-29. Well-preserved antique copy. 

ii. Esau’s blessing. Gen. xxxiv. 41. This and Jacob’s Ladder are 

seventeenth-century work. 

iii. Rachel announces Jacob’s arrival. Gen. xxix. 12. AU restoration. 

iv. Jacob enters Laban’s household. Gen, xxix. 13-14. Greatly re- 

stored. 

V. Jacob serves for Rachel. Gen. xxix. 18-20. Greatly restored. 

vi. Jacob asks for the hand of Rachel. Gen. xxix. 21. Greatly restored. 

vii. Jacob’s marriage with Rachel Gen. xxix. 22-28. Greatly restored. 

viii. Compact between Jacob and Laban. Gen. xxx. 31-32. Greatly 

restored. 

ix. Dividing Jacob’s sheep from Laban’s, Gen. xxx. 35—36. Greatly 
restored. 
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Of two figures of colossal stature in Santa Sabina at Rome, 
symbolising, as the inscriptions testify, the Ecclesia ex cdrcum- 
cisione and. Ecclesia ex gentibus^ little need be said except that 
they have the character of the fifth century, and recall by their 
good proportions, movement, and a fine cast of draperies the Roman 
antique. Both the figures are executed on the wall inside the 
portal of the church. The first, a female enveloped even to the 
head in purple drapery and wearing a stole with the cross upon 
it, has been much restored, and is more modern in appearance 

X. The Bods (two scenes). Gen. xxx. 37-38. Fairly well-preserved 

antique copy. 

xi. Jacob tells Leah and Bachel of God’s command to depart. Gen. xxxi. 

4-11, 13. Antique copy. Good, but spoiled by gold. 

xii. Jacob sends a messenger to Esau. Gen. xxxii. 3. In stucco and 

false mosaic. 

xiii. Meeting of Jacob and Esau. Altogether restoration. 

The following scenes are not from the Old Testament, but as it were 
didactic. 

i. Jacob as the Bridegroom pastures his flock, with a servant. Bachel — 

the Church — moves at the head of the flock leading the way. Laban 

welcomes them with joy. Leah — the Synagogue — ^is left in appre- 
hension. 

ii. Laban embraces Jacob the shepherd. Bachel welcomes him gladly; 

Leah with foreboding. 

iii. Jacob chooses his work, the euro of souls — and his reward, the Church.' 

iv. He claims her. 

v. Marriage of Jacob and Rachel — of Christ and His Church. Leah has 

an honourable place, for she was J acob’s wife before Bachel. 

There follow four subjects dealing with Hamor and Shechem and the 
sons of Leah, 

i. Hamor and Shechem before Jacob. Gen. xxxiv. 6. Much restored. 

ii. J acob and his sons. Gen. xxxiv. 7. Entirely restored. 

iii. Negotiations between Shechem and the sons of Leah. Gen. xxxiv. 

8-16. Better condition, but restored. 

iv. H a m or and Shechem address their subjects. Gen. xxxiv. 20. 

Altogether restored. 


Thxbd Sebies 

This series is gathered around the figure of Moses. It consists to-day of 
tloirteen pictures. The original first picture is lost ; so are seven others. 

i. The Adoption by Pharaoh’s daughter. Has suffered, but is of very 

precious quality. . 

ii. Moses among the Philosophers. Much injured. 

iii. Moses’ Marriage. Exodus ii. 21. His Ethiopian bride prefigures 

the Church drawn from among the Gentiles. Fair condition. 

iv. The Calling of Moses. Ex. iii. f-8. Badly preserved copy. 

V. The Crossing of the Bed Sea. Ex. xiv. 27-29. Partly antique. 

vi. The Covenant. Ex. xix. 3-8. Bad condition. 

vii. The Miracle of the Quails. Ex. xvi. 3. Ruined. 

viii. The bitter waters of Marah. Ex, xv. 23-25. Good copy. 
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than the second, which is likewise a female in Roman purple and 
pointing with her right hand to a book open in her left.i 

Amongst the remains of the same century at Rome are the 
mosaic decorations of the chapel annexed to the Baptistery in 
S. Giovanni in Laterano, the cupola of which is adorned with 
borders of tendrils on a blue ground, with the Lamb and four doves 
in the centre. 

If the mosaics of the arch of triumph in the basilica of S. Paolo 

ix. The Rejection of the Embassy to Edom. Num. xx. 14-21. The 
ambassadors and envoys are prophets. Only general composition 
is left of the original. 

X. The Defeat of Amalek. Ex. xviii. 9-11. Very little is antique here. 

xi. The Mission of the Envoys. Nnm. xiii. 1-3. Restored altogether. 

xii. The Stoning of Moses. Num. xiv. 10. Background antique. 

xiii. The Second Covenant and the Passing of Moses. Deut. xxix. 1, and 

xxxiv. 1-5. Poor copy. 

Fourth Serihs 

This is concerned with J oshua as a type of Christ. 

i. The Passage of Jordan. Josh. iv. 4-5. Best preserved of this series. 

ii. Joshua’s Envoys. Josh. ii. 1-4. Substantially antique. 

iii. Joshua before the Angel of the Lord. Josh. v. 12-15. Poor restored 

copy. 

iv. Return of Envoys. Josh. ii. 15-16. Much of antique character. 

V. Fall of Jericho. Josh. vi. 17-20. Poor copy. 

vi. Procession of the Ark, Original with interpolations. 

vii. Siege of Gibeon. Josh. x. 1-9. Restored, but antique character. 

viii. Appearance of Joshua. J'osh. x. 5-10. Good copy. 

ix. Pursuit, and intervention of God. Josh, x, 10-11. Fair, even good, 
copy. 

X. The Staying of Sun and Moon. Josh. x. 12-13. Antique but ruined, 
xi. Condemnation of Five Kings. Josh. x. 22-23. Copy, 
xii. Division of Spoil. Ruined. 

Then after the Types the Anti-Types. On the triumphal arch we see 
the Mysteries of the Faith ; not the life of Christ, All much restored. 

Triumphal Arch 

i. On the keystone the Throne of God. 

ii. (Left top.) The Mystery of the Virgin Birth with the two Anmmcia- 

tions, one to Mary and one to Joseph. Cf. Apocryphal Gospel 
of James. 

iii. (Right top.) The Repudiation of Christ by the Jews. 

iv. (Under No, ii.) Coming of the East to Clucist. 

V. (Under No. iii.) Philosophy a guide to Christ. A Philosopher leads 
a young man out of the city into the country to meet Christ, who 
comes towards them, a child, between Joseph and Mary. 

vi. (Under No. iv.) Massacre of Innocents. 

vii. (Under No. v.) Herod, the Priests, and the Magi. Matt. ii. 7. 

viii. (Under No. vi.) Jerusalem, 

ix. (Under No. vii.) Betlilehem.] 

^ An inscription on the wall between these two figures would place their 
execution in the time of Pope Celestin, a.d. 427-432. 
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fuori le Mura at Rome can be considered as the best example of 
the kind in the capital of the Popes during the papacy of the great 
Leo, they betray a speedier decline than that which is traceable 
in the painting of the same period. Classical still at Santa Maria 
Maggiore as regards distribution and type, mosaics ceased to 
possess those qualities in the latter end of the fifth century. The 
object of the artist seems to have been to represent, under the 
superintendence of the clergy, merely the glorification of the 
Saviour. A colossal size was given to the Redeemer, that a fit 
idea of His grandeur and majesty might be imparted to the faithful ; 
and the subordinate angels, apostles, and prophets were placed in 
the order of the heavenly hierarchy in uniform rows above and 
without reference to each other. 

The bust of the Saviour in S. Paolo is enclosed in a nimbus of vast 
diameter and rainbow hue, from which rays of light diverge. A violet 
tunic and mantle enclose His vast frame and, with hands dispropor- 
tionately small and defective, He gives the blessing and holds on His 
shoulder the pastoral stag. A short copious beard parted in the 
centre and brushed down over the cheeks, thick hair parted in the 
middle and falling m wiry lines behind the back, enclose a face care- 
worn, aged and grim. The eyebrows are semicircles, the nose straight ; 
and a reminiscence of the regular classic forms is preserved, but the 
mosaist accuses the degeneracy of the times, and his attempt to ex- 
press majesty betrays the feebleness of his power.^ The two angels 
that bend reverently at each side of Christ, the prophets and apostles 
in double rows of six advancing towards Him with crowns, are 
diminutive when compared to Him. The symbols of the Evangelists 
high up on the gold ground, a Cross above the Saviour’s head and 
in the lower course two figures of S. Peter and S. Paul, complete the 
ornament of the arch, which in consequence of the fire of 1823 retains 
but little of its original colour. 

Four fragments of mosaics, representing animals in fine move- 
ments and in good style, are preserved in a room adjacent to the 
sacristy of S. Paolo, and may serve to give a faint idea of the 
original ornaments of the external front of the basilica, whilst 
three colossal heads of apostles, in the same place in a later style, 
may be useful hereafter to illustrate a foreign Greek or Byzantine 
element in the art of Italy in the twelfth or thirteenth century. 
Had the mosaics of the great aisle been preserved, they would 
have been of much interest to the critic as showing how the Saviour’s 
miracles and the lives of the saints and churchmen were repre- 

^ This figure has been very much restored. 
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sented. Almost a century elapses between the period which 
witnessed the adornment of S. Paolo and that which produced the 
mosaics of SS. Cosma and Damiano,^ yet as regards the spirit 
in which the apsis and triumphal arch of this church were adorned, 
it is evident that little change had taken place in the sentiment, 
which dictated pictorial delineation. It was still the aim to glorify 
the Redeemer and the saints by representing them in majesty 
and dominion and by multiplying angels as heavenly messengers. 
Yet withal the classic Roman form still held sway and struggled 
for mastery over purely religious art. The four angels,^ who 
stood guard on each side of the Lamb in the triumphal arch of 
SS. Cosma e Damiano, were but little different from those of S. 
Maria Maggiore.^ In their short stature, their heads adorned with 
tufts of hair held back by cinctures, their free movements and 
classic draperies, flying in the wind, they were still reminiscent of 
the art local and peculiar to Rome. The artists had not yet 
fallen so low as to possess no technical ability, and the masses of 
light and shade were still well defined. 

The mosaics of the apsis were executed with less force of relief 
than those of the triumphal arch.'* 


The Saviour in tunic and mantle, and as usual colossal, stood out 
against golden-edged clouds in the centre of the space, stretching out 
His right arm in token of command and holding a scroll in His left 
hand. A gold nimbus encircled His head and a hand issuing from 
above pointed down to Him symbolising the first person of the Trinity, 
whom it was still sacrilegious to depict. At the Saviour’s feet flowed 
the waters of Jordan, and below it the Lamb stood on the source of 


^ This church was erected during the time that Felix IV. was Pope of 
Rome, between 526 and 530. The period which intervenes between the date 
of the mosaics of S. Paolo fuori le Mura and those of SS. Cosma e Damiano, 
is marked by the invasion of the Goths and Vandals, by the two successive 
sacks of Rome in 455 and 472, by the fall of the Western Empire, and the 
desolation of Italy. The completion of SS. Cosma e Damiano took place, 
after peace had been restored to Italy, by Theodoric the Great. 

2 These angels have blue nimbi. , , . mT. 

3 Tire Lamb stands on an altar with the Cross above him. Three candle- 
sticks are on one side of him, four on the other. Left and right of these are 
two winged angels, four in all nimbed (blue) and standing on clou^. Of 
old the symbols of the Evangelists appeared above the angels. One of the^, 
repainted anew, and symbolising S. John alone, remaii^ on the extreme left. 
The triumphal arch seems to have been reduced in size durmg repairs, for 
the prophets on the lower course are cut away, and an arm with a hand and 
crown projects singly at each side and indicates the place where these figures 
stood. This mosaic is executed on gold ground, and has been restored. 

* Or restoring has impaired that quality. 
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the four streams of the Gospel, and the twelve sheep, that were the 
emblems of the apostohcal mission^ 

Although the Saviour still had a spirited attitude and regular 
forms, His frame and head had changed to a longer shape, whilst 
the neck remained broad and massive, but the brow was muscu- 
larly developed, and the eyes, gazing like those of a steer, seemed 
fitted to inspire terror. The hair, divided as usual, fell in regular 
spirals behind the shoulders and the short beard, equally divided, 
left part of the chin bare. It was a still Roman, but inferior 
to those of the earlier mosaists of S. Pudenziana and S. Costanza, 
and even to that of the painter of the S. Marcellino catacomb. 
As for the draperies, they had lost much of their flexibihty. 
Attendant on the Saviour and on each side of Him were, left, 
S. Peter leading S, Cosma and Pope Fehx IV. bearing crowns, 
right, S. Paul leading S. Damian and S. Theodore. All these 
figures moving sideways, that they might present their full face 
to the spectator, have been modernised either in totaUty or in 
part, so that they are no longer subjects for criticism.^ 

Two centuries had thus elapsed since the death of Constantine, 
and stiU the arts had continued to exist at Rome, maintaining in 
their decline a prominent and unmistakable character. Rome, 
however, had long ceased to enjoy the honours of an imperial court, 
and in the splendour of her modern basihcas she only disputed 
the palm with the humbler but more secure Ravenna. When 
Honorius retired from the defenceless palace of Milan to a safer 
asylum — when Ravenna became the capital of Italy, churches and 
edifices were raised to suit the splendour of a court which in pride, 
if not in vigour, laid claim to equal rank with that of Byzantium. 
A baptistery and many churches of fine architecture were built 
in the early part of the fifth century, and the mosaics which adorn 
them are the most beautiful in Italy. 

When Constantine laid the foundation of the city which bears 
his name, he had reason to lament the decline of the arts in the 
whole extent of the Empire. Schools of architecture were created 
by his orders in various provinces. For the embellishment of his 

1 Six on each side of the Lamb. 

2 This apsis mosaic has been much restored. The figure of S. Felix is 
new. Those of S. Damian and S. Theodore are modernised, and von 
Bumohr had already noticed that these figures wore boots, whilst the Saviour 
is in antique dress. (G/. Btjmohb, Jt, Forschungen, vol. i., p. 172.) The 
figure of S. Cosma is preserved. Of the apostle Peter half the figure only 
is preserved. S. Paul is repainted. The best part of the mosaic is the orna- 
ment in the midst of wliich the Lamb stands enthroned. 
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favourite residence the cities of Greece and Asia and perhaps those 
of Italy were despoiled of the noblest monuments of art ; and 
Constantinople might boast of possessing the finest statues of 
Pheidias, Lysippus, and Praxiteles. 

Perfect art had had one great epoch — the ancient Greek, in 
which the highest ideal of the pagans had been attained- What 
the Roman republic in the full enjoyment of power and wealth 
failed to preserve, it was vain to expect of a Roman Emperor. 
Constantine could not revive the splendour of Greece. In the 
attempt to arrest the decline, he had not only to struggle with 
the flood of rising barbarism, but to deal with a new religious 
element, which in its turn was, after the lapse of centuries, to 
produce its ideal. The art of Greece was now no longer suitable 
to the decHne of the Roman empire or to the development of the 
Christian faith. The want of a new language was felt, but with 
this want and the necessity of satisfying it the fall of the old and 
the birth of the new went hand in hand. The efforts of Con- 
stantine therefore only served to prolong the agony of the classical 
antique. Yet this antique in its dying moments maintained its 
grandeur and its majesty ; and in the mosaics of Ravenna the 
interested spectator may watch the last expression of its power. 

To affirm that these mosaics are of the same class as those 
which were produced at Rome during the fifth century would be 
to place on the same level the artists of Santa Maria Maggiore 
and those of the Baptistery of Ravenna and the monumental 
chapel of the Empress Galla Placidia. It must be conceded that 
the latter were far abler than their Roman contemporaries, and 
that they were acquainted with models not merely Roman but 
Greek. Whether they were Italians or Greeks is of little moment, 
but if it be admitted that they were taught in Greece or at Con- 
stantinople, it will appear that the efforts of Constantine to arrest 
the decline of art had not been in vain, and that he had done some- 
thing to prolong the existence of the pure antique. 

The mosaics of the octagonal Baptistery of Ravenna,^ however 
they might be considered, left a pleasing impression on the 
spectator. They were admirably distributed within the space 
which they were intended to adorn. The mutual subordination 
of the figures and the architecture, both real and feigned, which 

1 Now S. Giovanni in Fonte, said to have been erected in the fourth 
century, but* adorned with mosaics in the first half of the fifth centimy. [The 
best authority on the mosaics of Ravenna is Ktjbth, Die Mosaiken von 
Ravenna (Leipsig, 1902).] 

I. ® 
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gave to the building its peculiar character, was perfect. The 
figures themselves were majestic, bold in movement, varied in 
attitude, and individual in character. They were finely designed 
and reheved by a broad distribution of light and shade. The orna- 
ments which served to set off the figures were of their kind beautiful, 
and the colour was both harmonious and brilliant. Seen from 
below, the forms of the Saviour, the apostles, and the prophets 
seemed to have the size of life, and were therefore colossal. Yet 
everywhere a sense of repose and a general harmony prevailed. 
The cupola was divided into three circles, the smallest of which 
was the medallion centre of the vault where the Baptism of the 
Saviour was depicted. Separated from this central mosaic by a 
wreath of festoons, and from each other by a beautiful ornament 
of growing plants, the apostles were represented in classic flying 
draperies, in long and steady stride, holding crowns in their hands 
and supported on a base formed of feigned pilasters between which 
alternate thrones and emblems were placed.^ Beneath the windows 
and in the birth of the arches stood eight prophets in white raiment, 
surrounded by elegant foliated ornament. These prophets, the 
lights of whose garments were touched in gold, were of fine form 
and classically draped, standing boldly, enveloped in their mantles, 
holding scrolls or conversing. If anything was to be urged against 
the figures of the apostles, it might be that something of form 
and proportion had been sacrificed to the necessities of the space 
— that the heads were small for the frames ; but it w^as quite as 
difficult a task to preserve faultless form in this instance as it had 
been in the furnace vault of the catacomb of SS. Marcellino e 
Pietro. The long stride and the flying draperies were necessary 
to fill the diverging space of the cupola. The prophets were the 
finest in character that had yet been produced by the art of the 
early centuries. The Saviour was represented in fuU front in the 
centre of the cupola, standing above the knees in Jordan, whose 
pellucid wave, unlike that of nature, permitted the limbs to be 
seen. His attitude was simple and natural, His form well pro- 
portioned and finely modelled. His hair, divided and falHng on 
the shoulders, was long and of copious locks. Above Him was the 
Dove of the Holy Ghost. S. John stood on the bank to the left, 
one foot raised on a stone, his head erect, and with his right hand 
he poured the water from a cup on the Saviour’s head. With 

^ Amongst these the square head and beard of S. Peter and the long- 
shaped head and pointed beard of S. Paul were prominent. 
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his left he held a jewelled cross His attitude was fine, his body 
a Httle long for the size of the head — in the antique style more 
than that of the Saviour. Floating on the water to the right, 
looking up to the Saviour and holding a green cloth in both hands, 
was Jordan — a bearded river>god, holding a reed and resting on 
a vase — a form well drawn and anatomically rendered, but robust 
and Herculean and recalling the old times of Greece. Is it neces- 
sary again to point out how dijBficult it was for artists, living on 
memories of the pagan past, to conceive such a subject as the 
Baptism of Christ in the form most fitted to satisfy religious 
aspiration ? 

The mosaists of Ravenna, like those of Rome, executed their 
work with cubes of a large size, but whilst the latter put them 
together roughly, the former used more care. In the Baptistery 
of Ravenna the cubes forming outlines were of a warm reddish 
tint, decisive enough to mark the shape without hardness. The 
lights were of a brilliant yellow red, the haK tints a deeper shade 
of warm tone, the shadows of a reddish brown. The general 
effect was a gorgeous sunny glancing colour. Such were the 
earliest mosaics of the new Italian capital. Such they are now 
and may long remain if more care be taken of a work so interesting 
and so rare.^ 

Still more classical, and ff possible finer, were those of the 
monumental chapel of the Empress Galla Placidia.^ Nor is it un- 
interesting to find that it fell to the lot of artists who took their 
inspiration from pure Greek models to depict the allegory of the 
birth of the Christian faith and its triumph over the Arian heresy. 
The youthful Pastor bidding His flock to ‘‘go and teach the 
nations ” was represented, as is fit, above the inner portal, and 
in the choir the triumph was symbolised by the figure of the 
Saviour burning the books of the heretics. Christian art had not 
as yet been illustrated by so noble a representation of the Good 
Shepherd as that which now adorned the monument of GaUa 
Placidia. Youthful, classic in form and attitude, full of repose, 
He sat on a rock in a broken hilly landscape, lighted from a blue 

^ We may be indebted to a restorer for this strange addition to the 
mosaic of the Baptism. 

® As nsual the mosaics of the Baptistery have been restored. In the 
central “ Baptism ” the head and shoulders and right arm of the figure of 
the Saviour, the head, shoulders and right arm, the right leg and foot of 
the Baptist, and the cross in his left hand have been repaired, and thus the 
type and character of the heads may have been altered. 

® Now, SS. Nazario e Celso. 
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sky — ^grasping with His left hand the Cross and His right stretching 
aslant the frame to caress the lamb at His sandalled feet. His Hmbs 
rested across each other on the green sward. His nimbed head, 
covered with curly locks, reposing on a majestic neck and turned 
towards the retreating forms of the lambs, was of the finest Greek 
type and contour. The face was oval, the eyes spirited, the brow 
vast, and the features regular. The frame was beautifully pro- 
portioned, classical and flexible in the nude. The blue mantle 
shot with gold was admirably draped about the form. A warm 
sunny colour glanced over the whole figure, which was modelled in 
perfect relief by broad masses of golden fight, of ashen half tones 
and brown-red shadows. No more beautiful figure had been 
created during the Christian period of the Roman decline, nor had 
the subject of the Good Pastor been better conceived or treated 
than here.^ 

As in the rise of the faith the symbolic type of the Saviour 
must necessarily be youthful, so in its triumph it was natural that 
the Redeemer should have the aspect of one mature in years. 
In the choir of the monumental chapel of Gafia Placidia He was 
represented in the fulness of manhood, majestic in attitude, 
bearded, with an eye breathing menace, His flying white draperies 
expressing energy of movement, His diadem, the cross resting on His 
shoulder and the book in His left hand, emblematic of the triumph 
of the Gospel and of the Church. Right and left of Him a case 
containing the Fathers, and an oven in which the heretical works 
were burning, indicated the end of the Redeemer’s mission. His 
figure was as grand, as fine in conception and execution, as that 
of the Good Pastor, nor were the prophets in couples conversing 
about the arches of the cupola less worthy of admiration. The 
ornaments of the chapel were completed by a cross in the centre 
of the dome, by the symbols of the Evangelists on red clouds 
relieved on a blue ground spotted with stars, by rich foliated 
ornament on a blue ground, enlivened with figures in the thickness 
and by the Greek initials of the Saviour in the keys of the arches. 
A mysterious and sombre fight trickled into the edifice through 
four small windows in the dome.^ 

1 [Now spoiled by restoration, like the rest of the work in SS. Nazario 
e Celso.] 

2 Of this period we have an example in the Cappella S. Satire now in- 
corporated into the chnrch of S. Ambrogio at Milan. The centre of the cupola 
is adorned with a half-length of S. Victor, whose name is inscribed on a book 
m his ^asp. The hand of the Eternal issues from above— the whole in a 
medallion on gold ground framed in a green garland. A series of fei<med 
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JUSTINIAN AND HIS SUITE, WITH S. MAXIMIANUS 
From the Mosaic in S. Vitale Ravenna. 


THEODORA AND HER SUITE 
From the Mosaic in S. Vitale, Ravenna. 
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If time had spared the numerous edifices mth which Ravenn^ 
was adorned during the feeble reign of Valentinian, if the buildings 
remained which the great Theodoric erected and adorned, it might 
be possible to trace the decline of art in this portion of the 
Peninsula ; but the close of the fifth century and the rise of the 
sixth afford no materials to the historian, and with the exception 
of the Baptistery of S. Maria in Cosmedin there is no trace of 
the continuation of that classic art which so justly claims our 
admiration. 

Santa Maria in Cosmedin was, under the barbaric rule, a 
baptistery of the Arians, but is supposed to have been adorned 
with mosaics after the expulsion of the Goths. The cupola of the 
octagon is divided into circles like that of the earlier baptistery. 
The same subjects adorn the basin of the dome and the circle 
immediately beneath it.^ 

Jordan, instead of floating on the water, sits on the bank to 
the left partly draped in green, resting his right arm on a vase, 
holding a reed in his right hand, and looking on.^ 

The capture of Ravenna by Belisarius introduced Greek art 
anew into that capital, and the exarchs under the orders of Justinian 
and his successors either embellished the city with new monu- 
ments or old churches with new mosaics. But the art of which 
S. Vitale was an example proved how surely the mosaists of the 
Eastern Empire had declined in the appHcation of the great 
maxims of plastic and pictorial delineation. In knowledge of 
form, in type, in distribution they were inferior to their prede- 
cessors ; and, as if conscious of this inferiority, they sought to 

niches in the sides is filled with medallions containing heads, the symbols of 
the four Evangelists now absent, and figures of SS. Ambrose, Protasins, Felix, 
Maternus, and another. The style is that of the close of the fifth century ; 
the mosaic is much injured and repaired. 

^ The apostles, Peter with the keys and Paul with a scroll, stand on each 
side of a cushioned throne, above which is the Cross. The keys and other 
emblems in tliis mosaic are very suspicious. But the restorer has been very 
busy here, and the time in which the body of the work was executed may 
be j udged only from the distribution and the forms. The mosaic is certainly 
of much earlier date than San Vitale — commenced in 541. The rest of the 
apostles, in white draperies of antique style, though of somewhat angular 
and broken folds, move towards the throne, separated from each other — no 
longer by beautiful foliated ornament, but by the less graceful palm. In 
the Baptism the Saviour, youthfid and beardless, still distantly recalls the 
classic type and form. A nimbus surrounds His head, and the dove sheds 
green rays upon His features. S. John, on the right, finely shaped, with 
long hair and beard, holds a reed in his left hand, and places his right on 
the Saviour’s head. 

2 His head is strangely adorned with the claws of a lobster. Not an 
imcommon symbol. 
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restore the balance by more minute and careful execution, or by 
the use of the most gorgeous materials. This period of the de- 
cline may truly be called Byzantine. Its stamp was impressed 
on the mosaics of Eavenna during the exarchate, on some mosaics 
of Eome in the seventh century, and casually on paintings and 
mosaics in various parts of Italy at a stiH later period. San Vitale, 
begun by Theodoric, was completed by order of Justinian and 
consecrated by Maximian, Archbishop of Eavenna in 547.^ The 
patron Saint of the basilica, S. Vitalis, was to receive the crown 
of the martyrs in the apsis, Justinian and Theodora their glori- 
fication in the sanctuary, whilst in the soha or quadrangle at the 
centre of the edifice scenes of the Old, prefigurating those inci- 
dents in the New Testament which artists had not as yet ventured 
to depict, were represented. In the glorification of the Saviour 
as the distributor of all divine favours, the artists did not abandon 
the measure of nature so far as to exaggerate the proportions of 
the Eedeemer, they did not even attempt to render the idea of 
His eternal power by aged features. On the contrary, they con- 
sidered it more natural to convey the idea that His youth was 
eternal. The Saviour was therefore represented in the apsis of 
San Vitale with the round smooth face of an adolescent. The 
universality of His rule was indicated by His seat on the blue 
sphere of the world and by the imperial purple of His robes ; and 
an effort was made to impress the spectator with the awfulness 
of H!is power by the gaze of two very large, round eyes. The 
forms of the features, however, betrayed the dechne of art. The 
nose was bent, the mouth small; copious but short hair covered 
the head, which was surrounded by a cruciform nimbus adorned 
with jewels. In the left hand was the book with the seven seals, 
A crown was extended in the right to the bending form of S. Vitalis, 
who, as if unworthy of toucliing it, held out his arms covered 
with the drapery of his mantle. An angel in white with a golden 
nimbus, holding a stafi, seemed to protect the mart}^: by laying 
a hand on his shoulder. A similar figure on the right indicated 
S. Ecclesius holding in his hand a model of a church. Eed and 
blue clouds fleeted over the golden ground above the group and 
an ornament of cornucopias served as a frame to the picture. The 
Saviour’s feet rested on a rocky green sward, beneath which flowed 

^ Agnellus, Part II., pp. 38, 39, in Mtoatori. and J. de Eitbeis 

NzsA Raveimm, Lib. III., p, 641. [S. Vitale was built by S. Ecclcsius, Arch- 

bishop of Ravenna, and was consecrated by his successor S. Maximian See 
%nfra same page.] 
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the four rivers. On the arch above Him the Greek monogram 
was inscribed. The rest of the mosaics may be described as 
follows : — 

The glorification of Justinian and Theodora was depicted in two 
mosaics on the sides of the sanctuary, the golden halo that surrounded 
their heads still betraying the habit of the Romans to pay divine 
honours to the sovereign. Justinian, in the imperial purple and 
diadem, held a basin of gold ; on his left stood Maximian, Archbishop 
of Ravenna, bareheaded, in robes, and carrjdng a short cross. Be- 
tween them, but a step in the rear, waited a bareheaded dignitary, 
admirably portrayed with straggling locks hanging over his forehead, 
and two priests with incense and censer stood attendant on the arch- 
bishop. On Justinian’s right three courtiers and a body-guard with 
round shields completed the groupJ On the opposite side of the 
sanctuary the Empress Theodora, also in imperial purple and jewelled 
diadem, held a gold basin, and was followed by a suite of seven persons 
in variegated costume. Two courtiers seemed to await her commands, 
and one of them had drawn back the curtain of the door through which 
she was to enter.^ Nothing could be more remarkable than the 
portraits in these mosaics. The artists, freed from the necessity of 
following classical models, concentrated their efforts on the hkenesses 
of the chief persons. Justinian’s thin nose, heavy cheeks, and ill- 
humoured mouth, his angular brows and broad forehead covered with 
stray hairs, seemed but too truthful an imitation of nature. Theodora, 
with her broad face, long nose, thin lips, and arched eyes and brow, 
her slender neck and form, Maximian’s long head and cunning eye 
were equally characteristic, yet strangely in contrast with the con- 
ventional immobihty produced by the stiffness of the frames, the 
hmbs, and the small pointed feet. The figures seemed indeed to hang 
in rows and overlap each other. They were precisely drawn and 
conscientiously depicted; the masses of hght and shade were fairly 
indicated and the colours well and harmoniously distributed ; the 
profuse ornaments gave a certain glance to the picture, but amidst 
the glitter it was impossible not to perceive the decline of art and the 
conventionahsm to which it was hurrying. 

The solia, or quadrangle, forming the centre of the nave and 
transept, was ornamented on four sides with mosaics. On the face 
of the arch leading into the sanctuary, in full flight and exaggerated 
action, contrasting greatly with the calm heavenly messengers of 
Santa Maria Maggiore at Rome, two angels held between them a 
medalhon enclosing the symbol of the Cross ; and at their feet 
Jerusalem and Bethlehem sparkled with gems. An ornament of vine 

1 The four figures of the body guard, more rude in execution than the 
principal ones, carry round shields with the monogram of the Saviour upon 
them. 

^ A fountain stands in the opening. 
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tendrils issuing from vases and animated by birds filled tbe upper 
part of the space. An arch of the same dimensions divided the solia 
from the nave, and in the archivault the Saviour, of the usual type 
and form, wearing a stole over His purple tunic, was represented in 
a medallion, with twelve apostles in similar frames below Him ; and 
last, the SS. Protasius and Gervasius. The screens of the solia under 
whose arches the spectator might wander into the transepts were 
adorned with the prefigurative episodes of the Old Testament. In 
the recess above the lower course of arches to the right, Abel in the 
antique shepherd costume — a skin and red cloak — ojSered up the 
firsthng lamb, at a table upon which the wine stood in a vase, whilst 
Melchizedek, nimbed, seemed to have issued from a temple behind him 
and to call the blessing upon the bread which he raised aloft. The 
presence of the Eternal was indicated by the hand appearing in a cloud. 
The form of Abel, well proportioned in the nude, was roughly but 
simply lined, and his head not remarkable for beauty. The move- 
ment of Melchizedek was energetic and not ill rendered. A landscape 
and a sky with red clouds completed the picture. On the face of the 
arch Moses, as a shepherd petting a lamb, and again untying his 
sandals at the bidding of the Lord, whose hand appeared above him, 
Isaiah prophesying, filled the spaces ; and these episodes were crowned 
by two angels in flight, holding between them the medallion of 
the Cross. Above the arches of the gallery on the same side the 
Evangelists Mark and John were depicted, and the rest of the wall 
was filled with an ornament of vases and doves. In the screen to 
the left, and similarly distributed, Abraham was seen carrying food 
to the three angels, whilst Sarah, in the form of an antique matron, 
stood laughing at the door. Again the sacrifice of Isaac was arrested 
by the hand of the Lord. On the wall above, Jeremiah stood pro- 
phesying, and Moses received the law whilst the people of Israel waited 
beneath. Two angels as usual soared aloft, and held between them 
the medallion of the Cross. In the uppermost spaces sat the 
Evangelists Luke and Matthew with their symbols. The cupola was 
divided by diagonals forming four triangular segments, perpendicular 
to whose base rose an ornament terminating in an enormous blossom 
which served as resting-point to four angels, each of whom supported 
on his extended arms the central medallion enclosing the Lamb. 

Thus, in the course of a few years, the spirit of the antique 
which lingered in the earliest artists of Ravenna had almost passed 
away. A reminiscence of old classic forms might still be noticed, 
but by its side naturalism had arisen — a naturalism which con- 
fined itself entirely to expression, and which seemed to assist in 
killing form, movement, and relief. If, for example, the Good 
Shepherd in the Chapel of Galla Placidia was remarkable for perfect 
rotundity and well-fused masses of light and shade, for softness 
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of outline and harmony of colour, the figures in S. Vitale were 
hut too generally feeble in relief, abrupt in the passage from light 
to shade, and confined by distinct outlines. It was possible to 
distinguish the high lights by the side of reddish half tints and 
greenish-grey shadows. Yet in the distribution and choice of 
ornament, in the harmony of the general colour, whose brilliancy 
was incontestable, the artists of S. Vitale were still great and 
worthy of admiration.^ 

Were S. Vitale a sohtary example of the art of its time, it 
might be considered unsafe to pronounce a decisive opinion as to 
the general degeneracy which prevailed, but, in addition to the 
mosaics of S. Michele in Afiricisco,^ the remains of which have 
been transferred to the Museum of Berhn, Ravenna possessed 
other monuments contemporary with S. Vitale ; and in the chapel 
of the archiepiscopal palace, completed in 547, the mosaics were 
of a style similar in every respect to the first that had been com- 
pleted under the exarchate. Nor was this chapel less remarkable 
for the close imitation of the types, forms, and workmanship of 
S. Vitale than for the fact that in the figure which adorned the 
wall above the altar the spectator might discover one of the first 
examples of the glorification of the Virgin.^ 

On the right-hand wall near the altar stood the Saviour, juvenile 
and beardless, with long hair cut straight across His forehead, and 
features exactly resembling those of the Redeemer in the apsis of 
S. Vitale. On His right shoulder He carried the Cross and in His 
left an open book, on which these words are written : “ Ego sum via 
veritas.” His dress was that of a warrior, Has attitude a distant 
imitation of the splendid one in the choir of the Chapel of Galla 
Placidia.^ Here indeed the contrast between the mosaists of the fifth 
and sixth centuries at Ravenna might be watched, and it was possible 
to mark the decline from classic form, bold movement, and splendid 

^ It must indeed be borne in mind that these mosaics, like most of those 
in Italy, have been altered by restoration at different periods ; and one may 
distinguish the parts wliich have lost their original form or freshness. The 
dress and nimbus of the Saviour in the apsis, for instance, have been restored. 
The head of S. Maximian in the sanctuary is partly new. The heads of the 
apostles in the medallions of the archivault (entrance to the nave), are much 
damaged by repair. The Evangelists in the quadrangle, or solia, are almost 
ruined by the changes they have undergone. The mosaics of Justinian 
and Theodora are excessively rich in gilt ornament and jewellery, the ground 
gold, in most parts. The ornaments on the arch leading into the sanctuary 
are on blue ground. The ornaments of the ceiling of the cupola are on gold. 
The cubes at Ravenna are still large and cement^ at the base only. 

2 S. Michele in Affricisco was consecrated in 545. 

^ [The Madonna here is much more recent. 0/. Btockhardt, Otcerone.] 

* The lower half of the figure is restored. 
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drapery to conventionalism and immobility. The vaults of two 
arches which spanned the waggon roof of the Chapel were adorned 
with medallion busts of the Saviour in the centre and three similar 
busts of apostles at each side. Both heads of the Saviour (one near 
the door is now restored vertically to the extent of half of the figure) 
were of the same type and form as that of the apsis of S, Vitale. Of 
the busts representing male and female saints on a blue ground on the 
archivaults and sides of the two windows the greater part are now 
repaired and repainted.^ The symbols of the Evangelists in the 
ceiling near the door have so far shared the same fate that one of 
them, that of S. John with a human head, is entirely new and coloured, 
whilst the angels in the diagonals who support the central medallion 
containing the monogram of Christ have all more or less undergone 
restoration also. 

The miserable state to which the mosaics of S. ApoUinare in 
Classe near Ravenna have been reduced seems calculated to puzzle 
and deceive the spectator.^ Yet in the midst of the ruins the 
Byzantine art pecuhar to the first monument of the exarchate 
may still be traced. In some heads and figures the reminiscence 
of the old style is preserved, and a certain breadth of treatment 
may be conceded, whilst in one composition at least, that of Abel 
offering the firsthng lamb before Melchizedek, the conception recalls 
a similar scene in S. Vitale. 

S. Apollinare in Classe was built by the treasurer Julian in 534 ® 
and consecrated by Maximian, Archbishop of Ravenna, in 549. The 
basilica was dedicated to S. Apolhnare, and the figure of that saint 
occupied a splendid place in the tribune, but the seat of honour was 
still reserved for the representation of the Saviour, whose head was 
depicted in the curve of the apsis in the centre of a cross enclosed 
in a blue nimbus containing the Greek name of the Redeemer, the 
alpha and omega and the words “ Salus Mundi.” This head of the 
Saviour was of fine outline. The divided hair, which fell nobly down 
on the shoulders, and a long beard, enclosed a face of regular features. 
The hand of the Lord pointed downwards from the key of the arch, 
and seemed to issue from a red circle studded with precious stones. 

1 These saints are, in one window, SS. Sebastian, Fabian, Damian, 
Cassian, Chrysogonns., and Chrysanthus, in the other SS. Eufemia, Eugenia, 
Cecilia, Duria, Perpetua, and Felicity. In the key of the arch of each window 
is the monogram of Christ. 

* A close inspection of the various figiues and episodes which fill the 
apsis, the tribune, and the arch of the tribune reveals not merely restora- 
tion on a large scale, but repairs executed with materials unknown to the 
mosaist. A large part of the left side of the apsis is repainted on stucco ; 
and the same may be said of most of the figures and inscriptions in the 
tribune and arch. 

* [Begun after 534. Cf. Burckhasdt, op. cit.'] 
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On each side of the cross Moses and Elias hovered in a golden heaven 
studded with clouds. S. ApoUinare, nimhed and with outstretched 
arms, presented himself colossal in the space between the curve of 
the apsis and the windows of the tribune, and looked up reverently 
to heaven. At his sides the space was divided into three courses, 
the first containing a Christian fiock of twelve sheep, the second rocks 
and trees, the third three sheep symbohsing apostles, separated from 
each other by trees. Between the four windows of the apsis stood 
the figures of the four bishops Ursinus, Ursus, Severus, and Ecclesius, 
the head of the latter being amongst the best preserved in the whole 
basihca — all of them standing under niches with a little dais over the 
heads. To the right of the windows, the sacrifices of Abel, Melchizedek, 
and Abraham were represented in one picture.^ Melchizedek was sitting 
gravely behind the table, whilst Abraham presented Isaac, and Abel 
the firstling lamb in the presence of the Lord, whose hand, as usual, 
appeared above the scene. The figure of Abel, now ruined by restora- 
tion, was similar in movement to that in S. Vitale. 

To the left of the window, the tender of its privileges to the church 
of Ravenna was depicted.^ An archbishop to whom the name of 
Maximian has been given stood in the centre of the mosaic, whilst 
in front of him one, in purple and white, handed a scroU bearing the 
word 'privilegia to another in ecclesiastical robes. To the right of 
the latter were three priests bearing fire, incense, and a censer. To 
the left of the former, three figures in yellow drapery, all of them 
in stifi and motionless attitudes, and overlapping each other as in 
the glorification of Justinian at S. Vitale. This scene is now supposed 
to represent S. Maximian, in presence of Constantine. The archbishop 
and the four figures to his right have nimbi painted on stucco. A 
modern painted inscription declares that Constantine, Herachus, and 
Tiberius “ imperatores ” are present at the ceremony, and many are 
the conjectures to which these inscriptions have given rise. The 
portrait of Maximian is not in the least like that in S. Vitale, and 
none of the imperial persons wear the diadem. Any attempt to draw 
an inference from this restored work must be abandoned. 

On the arch of the tribune, a medaUion bust of the Saviour 
was placed. The Redeemer in His purple robes was presented 
as in the act of benediction and holding a book in His left hand. 
His long hair and beard were usual, but the features were no longer 
the calm and regular ones of the Saviour in the cross of the apsis. 
Muscular developments in the forehead, a brow knit by terrible 
thoughts, gazing eyes, a nose bent at the end, proclaimed the 
progress of that more modern idegt which sought to increase the 

^ [Gf. Richter and Taylor, The Golden Age of Classic Christian Art 
(Duckworth), 1904, p. 62.] 

^ [Much later work executed between 671 and 679.] 
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majesty of the head by adding the terrible, as the Eomans had 
already done in mosaic and painting. 

Lower down in the courses, Jerusalem and Bethlehem, the 
twelve apostles in the form of sheep, two palms, the archangels 
Michael and Gabriel, S, Matthew and S. Luke were represented.^ 

The great nave of S. ApoUinare in Classe either was never 
adorned with mosaics, or these have long since disappeared to 
make room for a series of portraits of dignitaries of the Church of 
Kavenna. 

In the church of S. ApoUinare Nuovo, on the contrary, the 
mosaics of the nave are preserved whilst those of the apsis and 
triumphal arch have disappeared. This basihca, originally built 
in the time of Theodoric and consecrated anew by the orthodox 
clergy of the exarchate, appears to have received its final adorn- 
ments in the reign of Justinian and under the auspices of AgneUus, 
Archbishop of Ravenna. Mosaic portraits of both those digni- 
taries were placed on the wall above the portal, and though one 
of these has disappeared, that of Justinian still remains and is 
now covered by the organ.^ It would be difficult to note any very 
marked diSerence between the mosaics that cover the three courses 
of the nave and those of other basilicas of Ravenna in the sixth 

^ It behoves those who reject a received opinion to state most accurately 
the reasons that induce them to express one directly contrary. It may 
therefore be necessary to describe in detail the changes that repairs have 
produced in mosaics which, according to one of the most recent art-historians, 
are old and genuine.’^ Taking first the mosaics of the apsis: — The wliite 
tunic of the figure of Moses is repainted. Half the face from the nose down- 
wards and both the hands of Ehas are restored. The head of S. ApoUinare 
is in part damaged, the left hand and lower part of the figure destroyed. 
The sheep on the sides of S. ApoUinare, but particularly those on the right 
of that figure, are almost completely modem. A large part of the left side 
of the apsis is repainted. Of the four bishops between the windows of the 
tribune the head of Ecclesius is preserved, the lower part repainted. The 
head of S. Ursinus is a new mosaic, and the lower half of the figure is re- 
stored. In the mosaic of the sacrifice half the head from the eyes upwards 
and part of the arms of Abel are repainted. The legs have become dropsical 
under repair. The figures of Abraham and Isaac are almost completely 
repainted, and the hands and feet are formless for that reason. This mosaic 
is repaired in two different ways with white cubes coloured over and with 
painted stucco. In the mosaic representing the tender of the privileges, 
the nimbi as already stated are new, but besides, the lower part of all the 
figures is repainted on stucco, and the heads are all more or less repaired. 
Of the figui’es on the arch, that of the archangel Gabriel is half ruined and 
half restored, and part of S. Matthew and S. Lifice are new. All these repairs 
are of various periods, the latest that of Battista Bicci, completed, as is 
vouched by an inscription behind the organ, on the 10th of May 1816. Nor 
is it strange that repairs should be constantly necessary in a church the 
floors of which are green with damp and the crypt of which is constantly 
full of water. 

^ [Removed to the Cappella dei Tutti Santi.] 
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century. The mosaists were still remarkable for judicious dis- 
tribution of space, yet in reference to each other the figures had 
hardly a bond of union ; being placed in rows without relation to 
their neighbours or to the general composition. But S. ApoUinare 
Nuovo was remarkable in one sense, inasmuch as, in the numerous 
episodes of the life of the Saviour which filled the upper spaces 
of the nave, a nearer approach was made to those scenes of the 
Redeemer’s hfe which are known as scenes of His Passion. As 
yet, however, the final and melancholy episode of the Crucifixion 
had not been touched, and the scruples which restrained the clergy 
from representing that subject and others immediately connected 
Avith it were not removed till a later period. 

The right side of the nave was devoted to the glorification of the 
Redeemer by the martyrs and prophets, and to incidents immediately 
preceding Bfis death. Above the first series of arches twenty-six 
martyrs, bearing crowns, seem to have issued from the palace of 
Ravenna (Palatium) and are formed in a single front fine extending 
to the side of the Saviour, who sits enthroned between four angels. 
A palm separates the martyrs from each other. MS. records in 
S. ApoUinare Nuovo state that as late as 1580 this procession, if it de- 
serves that name, was headed by S. Stephen, who, with his right arm 
extended, seemed to introduce to the Saviour S. Martin, who led the 
band of holy men. It is startling to find that, as the mosaic now 
stands, the figure of S. Stephen is gone and the space which he occu- 
pied has been filled up by the total renewal of one of the angels at 
the Saviour’s side on a scale stouter, and in a space broader, than the 
original. The same records affirm that the Saviour sat enthroned 
between four angels and held in His left hand a book on which the words 
“ Ego sum rex glorise ” were written. It would be vain now to look 
for the book in the Saviour’s hand.^ It will be seen, on the contrary, 
that, as the figure stands at present, a sceptre is placed in the hand 

^ The restoration of the figure of the Saviour and the alteration of the 
distribution of the space are evident at first sight, and led naturally to the 
inquiry whether it had always been so. Then it was that by the kindness 
of the prior it became possible to consult a memorandum MS. in folio, pre- 
served in the records of the church and written in 1580 by Father Giovanni 
Francesco Malazappi da Carpi, where, at folio 45, the description of the 
mosaics is given, as narrated in the text. The absence of one saint in the 
procession of martyrs is evident from a comparison with that of the females 
on the other side. Twenty-four of these, with the three Magi, complete^ the 
number of twenty-seven. The spaces are similarly divided on both sides. 
Hence it was obvious that one saint on the right side had disappear^, since 
without him the number would be reduced to twenty-six. But, besides, the 
memorandum above quoted mentions each saint by name, the first nearest 
the Saviour being S. Stephen, the second S. Martin, and so on with the rest. 
The names of the saints are still inscribed, and S. Martin is now nearest the 
Saviour. 
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wMcli of old held the book. The movement of the arm is changed, 
and thus not only is the figure altered, but a new attribute is intro- 
duced, according to the fancy of a restorer who seems to have repaired 
one entire vertical half of the form. Judging from that portion of 
the Redeemer which remains, the spectator might admit that He was 
majestic in character, that His attitude was commanding and noble. 
His purple tunic and mantle of different shades nobly draped the 
body and limbs. The head, framed by rich locks of hair and a divided 
beard, was of a fine outhne. The features were regular though some- 
what aged, the forehead and brow open, the eyes fairly expressive 
though a httle gazing. The nose, on the other hand, a little bent at 
the end, betrayed the Byzantine decKne. The type and the figure 
were indeed one of the finest which the sixth century had produced, 
and though slightly different in movement, might rival those of the 
catacomb of SS. MarceUino e Pietro at Rome. The angels at the 
sides were with one exception of the long slender Byzantine type. 
The second course of mosaics above the procession of martyrs com- 
prised a series of sixteen prophets in niches between eleven arched 
windows, some of which, being walled up, were filled with ornament, 
whilst on the ground above the niches, peacocks, partridges, and other 
birds were depicted. 

The third course, of smaller dimensions than the rest and cut down 
by a new roof lower than the old one, erected by Cardinal Gaetani, 
represented thirteen scenes of the life of the Saviour, alternating with 
a niche adorned with a cross and a crown and a dove. The first of 
these scenes was the Last Supper, in which the guests lay recumbent 
on seats round a table in form of a horse-shoe ; the second the^ Kiss 
of Judas, the last but one the Procession to Calvary — the Saviour’s 
cross being borne by Simon of Cyrene — the last, the Saviour in the 
midst of the Apostles. In all these compositions the Redeenier 
appeared as a man of full age and bearded, as suited the idea of Him 
who in the prime of manhood suffered for the sins of the world. 

A procession of female martyrs similar in movement and arrange- 
ment to that which advanced to honour the Saviour, moved on the 
opposite side of the nave to adore the Virgin. It appeared to have 
started from the port of Ravenna, whose waters, ships, and edifices 
bore the name “ Civi Classe.” The Virgin sat enthroned opposite the 
Saviour, between four angels, and received the adoration of the Magi. 
A nimbus of gold encircled her head, which was covered with the folds 
of her mantle. Her form was of that developed Byzantine which 
already marked the decline of art. The infant Saviour, seated in the 
centre of her lap and in full front, gave the blessing, whilst the three 
Magi advanced in bending attitude in single file to her right. On 
their heads were crowns, since exchanged for baronial caps, as may be 
seen by the grotesque novelty of this part of their costume.^ The 

^ FnA-Mimo Di Parma, in Memorie storiche de^ conventi e chiese dei Frati 
minori della Provincia di Bologna (Parma, 1760), describes these mosaics, 
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angels guarding the Virgin were doubtless like those by the side of 
the Saviour ; but, with the exception of one, they have lost all 
antique character under the hands of the restorer. The upper courses 
were filled with sixteen prophets and thirteen scenes representing the 
miracles of the Saviour, who was no longer depicted in the fulness of 
age, but, on the contrary, in the bloom of youth, beardless, and wearing 
the purple ; doubtless under the impression that, to show the power 
of the Redeemer in this phase of His existence, it is also necessary 
to declare, by such means as the poverty of art possesses. His innocence 
and freedom from guile. Amongst the miracles represented were — 
the Cure of the Sick Man who takes up his bed and walks, the Casting 
out of a Devil, Peter and Andrew called from their Nets, and the 
distribution of the Loaves and Pishes. These subjects, like those on 
the opposite side of the nave, were more reminiscent of the antique 
than the rest of the mosaics. Yet one may hesitate to give a resolute 
opinion on these works as a whole, when one considers that the 
figures of the first course have for the greater part lost originality, and 
that those of the upper courses though less damaged have also under- 
gone changes. 

The portrait of Justinian in the organ loft^ is destroyed with 
the exception of the head and bust. The former, covered with a 
diadem and adorned with a couple of jewels pendent like cherries 
from the ears, is older, fatter, and squarer than that of S. Vitale, 
but similar in features. Were it not presumptuous to speak of 
the general colour of mosaics which have sufiered so severely as 
these from restoring, it might be said that the tones, particularly 
in the upper courses, are chosen with the knowledge of harmony 
and the feehng for massive light and shade which characterised 
the mosaists of S. Maria Maggiore at Rome.^ With the close of 
the sixth century Ravenna’s importance came to an end. Art 
no doubt maintained itself there, as in most Italian cities, at that 
modest standard which might satisfy humble wants, but could 
leave no monument to posterity. Plastic art might be traced to a 
later period j it yielded to that of mosaics in the earlier centuries, 

and alludes to the crowns then covering the heads of the Magi (p. 290). Tp. 
the time of Ciampini (p. 176) the Magi still had crowns, as may be seen m 
the engraving of that author : but these heads and_ crowns, as Flammio 
states, were even in Ciampini’s time painted restorations. (Flaminio, ub ^ 
sup., p. 292.) The heads with baronial caps axe now restored in mosaic, a 
proof of the numerous successive changes which these works have undergone. 
The mosaics were in the hands of restorers as late as 1861. 

1 mow in the Cappella dei Tutti Santi.] . 

2 Between the sixth and seventh centuries may be classed the mosmcs ot 
the side chapel in the church of S. Lorenzo of Milan representing Christ 
amongst the apostles in niches, and the Sacrifice of Isaac, much damaged 
by restoring. 
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but stiU left traces of its existence in urns and sarcophagi, re- 
specting which let the reader take these few notes. 

' Amongst the funeral monuments at S. Apollinare in Classe, one 
containing the ashes of an archbishop is remarkable for a bas-rehef 
on its front representing the Saviour with the books, enthroned and 
receiving a scroll from S. Paul, whilst S. Peter, on the other side, 
advances with the cross and keys. The youthful and beardless Christ 
and the forms of the apostles and attendant figures reveal an artist 
of the sixth century.^ An Adoration of the Magi on the tomb of the 
exarch Isaac afiords a striking proof of the tenacity with which old 
forms were preserved by sculptors.^ The Virgin without a nimbus 
holds the nimbed Saviour on her knee,^ and the Magi advance in a 
row, clothed in the Phrygian dress and cap. Daniel, also with a 
Phrygian cap, stands between two lions. Lazarus rises from the grave 
before a figure of Christ without a nimbus. The forms, attitudes, 
and arrangement are those of the early catacomb paintings at Rome. 
Amongst the monuments in the cathedral of Ravenna are two urns 
in the chapel of the Madonna del Sudore, one of which, according 
to a late inscription, encloses the remains of 8. Barbatian, confessor 
of GaUa Placidia, the second contains the remains of S. Rainardo. 
The latter is adorned with a bas-relief representing the Saviour 
nimbed, holding the book, and seated on a throne resting on a rock 
out of which the four rivers flow.^ Long hair falls behind His 
shoulders, but a beardless face indicates the intention of youth. With 
one hand outstretched He accepts a crown from S. Paul, whilst S. 
Peter bearmg a cross strides towards Him with a similar emblem. 
The apostles are easily distinguishable by their well-known types, but, 
like the Saviour, they are rudely represented. The same subjects and 
the same types may be found on the tomb of S. Barbatian as on that 
of S. Rainardo.5 The Saviour and the apostles, however, stand in 
separate niches parted by columns ; and the sculpture is still more 
rude than the last. The bas-reliefs of other tombs on a wall in the 
passage to the sacristy of' S. Vitale represent — Christ giving a scroll 
to S. Paul, S. Peter on His right, and a male and female figure right 
and left of the apostles and parted from them by a palm ; Christ again, 
with a damaged head ® and an arm wanting, standing at the top of a 
flight of steps with a small figure of Lazarus in a winding-sheet near 

^ The Saviour’s head is encircled by a nimbus with rays, like those in 
the apsis of SS. Cosma e Damiano at Rome. 

® The exarch Isaac died at Ravenna in 1644, but the sarcophagus may 
be of an older date. 

^ The nimbus rotmd the infant Saviour’s head is radiated with the 
oblique Greek cross, and contains the alpha and omega. 

* The Saviour’s nimbus is Greek like the last. The cross and monogram 
are on the ends of the tomb. 

® The same symbols likewise. 

® And a Greek nimbus. 
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Him. All these bas-reliefs exhibit more or less the decline of antique 
artj and the defects pecuhar to it. Of two the dates are fairly ascer- 
tained, the rest may have been produced at intervals as late as the 
close of the seventh century, when the exarchate disappeared. The 
pastoral chair of S. Maximian,i filled with ivory rehefs, is likewise of 
the antique school of the sixth century; and it might be possible 
to recognise the same style in the great silver crucifix of the cathedral, 
had it not been unfortunately restored in the sixteenth and eighteenth 
centuries. 

The miniaturists of the first ages yielded examples of little 
more importance than those produced by statuaries, but still 
interesting as showing the predominance of antique types or 
peculiar technical modes of execution. 

One may note in a parchment of the Vatican, ^ representing scenes 
from the hfe of Joshua, character very similar to that of the reliefs 
on the column of Trajan. The compositions recall early Christian 
art at Rome. Well-connected scenes, groups, marshalled according 
to true maxims, follow each other in quick succession. Joshua may 
be constantly recognised not merely by his nimbus but by his tall 
stature, by his face and warrior’s dress— a rapid and sketchy exe- 
cution in thin water-colour of fight rosy tones, freely carried out with 
the brush in the Pompeian style; all this, though combined with 
some defects of anatomy and coarseness of extremities, reveals an 
artist of the earlier times. Yet an inscription on the parchment 
would lead the student to consider these miniatures as a work of the 
ninth century. If this were so, it must be conceded that the painter 
not only imitated the antique in form and composition but also in 
technical execution. 

Vignette miniatures of still more classical forms, interspersed 
among the leaves of an old MS. of Virgil ^ at the Vatican, are interest- 
ing in another sense. Their technical execution may be accurately 
described by a careful analysis of parts bared by the dropping of 
the upper surface. In landscape scenes, for instance, the whole 
surface appears to have been covered with an uniform blue tone, 
upon which antique groups and the short square Roman figures were 
drawn. The colour of the flesh tints and vestments was then laid 
on in body colour, the shadows strongly marked with a deep brown 

1 In the cathedral. 

2 Parchment, 30 feet long, in the Library of the Vatican. See Agin- 
COTOT, V., plates 28, 29, 30,. for engravings of some of these ir^atures. The 
compositions are generally good and animated, and some attitudes are quite 
artistic. Defects of anatomy in the extremities may be frequently noticed. 
The technical execution is that of a water-colour of light transparent tones. 
The drawing, which may be seen where parts of the miniature have been 
rubbed down, is executed with a brush, not with point, and the system is 
not that which can be found in later miniatures. 

® Rome, Library of the Vatican, MSS. Nr. 3225. 
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tint and the lights of draperies with gold.^ The execution is probably 
due to an inferior artist of the fifth century, spirited in rendering 
incident but feeble in knowledge of form, as the coarse figures and large 
round eyes fully prove, yet imitating in the most faithful manner 
the classic forms of antiquity. One may indeed point to a Laocoon, 
which is but too evidently an inspiration from the celebrated marble 
of that group. Another work of this time or of the close of the fourth 
century is the Homer, now in the Ambrosiana at Milan, quite in the 
character of the Eoman art of the period under notice, the classical 
movement for instance of a figure of Homer, its warm and transparent 
colour combining to make it one beautiful of its kind.^ 

^ The colour is laid on with great impasto, of a general red tone in the 
flesh tints. The lights of the draperies are touched in gold. The forms, 
though imitated from the antique, are not without defects, and the eyes 
particularly are large, round and staring. 

* Of course allusion is made only to those parts which are not damaged 
or retouched. 

[Of. WiCKOFF, Roman Art (E. T., by Mrs. Arthur Strong ; London, 
Heinemann, 1900), pp. 188-9. The Iliad in Milan “shows the predominance 
of the continuous principle in all the manuscripts of the classics. Here 
Achilles is represented first in the assembly, and then, within the same frame, 
going down with Patroclus to the ships. . . See also on this point Mrs. 
Abthits Stbono, Roman Sculpture (Duckworth, 1905), and for the MSS., 
Ventubi, op, cit., vol. i., pp. 304 et seq., and for illustrations, plates 137 
et seg.] 
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ITALIAN ART TROM THE SEVENTH TO THE 
THIRTEENTH CENTURY 


The annals of Roman art immediately after the conquest of Italy 
by Belisarius and Narses, impose on the historian a tedious task. 
Yet at the risk of wearying the reader he is bound to dwell upon 
the formless productions of centuries, remarkable for a general 
decay, but in which the threads which unite the art of succeeding 
periods and the germs of future development may be traced. In 
Rome itself painting and mosaic continued to hve upon traditional 
forms, and received from the Neo-Greek artists of Ravenna but 
a passing influence. Christian forms of composition, grafted at 
first and in a few rare examples on the imitation of the antique, 
gradually became typical. Types were altered vdthout being im- 
proved, and form became daily more defective. After thi'ee 
centuries of continuous decline, the technical process of painting 
began to change. A new Greek or Byzantine art then appeared 
in the South of Italy, displaying rudeness and defects equal to 
those of Rome. Sicily shone for an instant with unwonted 
brilliancy and displayed in a fine series of mosaics powers of a 
high class. This momentary revival was succeeded by a new 
period of darkness, during which Rome again seized the lead ^ 
and kept it till Tuscany took it up and distanced all rivals. 


1 [E.g. in the frescoes discovered lately in S. Maria Antiqua in the Eonm^ 
There we see how an ordinary Koman church was decorated in the ^g^th 
century on the eve of the emancipation from Byzantine demmion. ihere 
are three layers of frescoes, the latest being that painted m the tiw of 
John VII. (741-767). The church was crushed by the fall of the buildmgs 
which overhung it on the north-west edge of the Palatine, probably m the 
earthquake of 847. The outer hall, however, seems to^ have been in use 
till a much later period, judging by the fragments of pamtmgs it contau^. 
The final destruction of this building probably took place in 1084. 
time when Pope John decorated the church, as m the time of its foundation, 
Borne was full of Greeks— a regular Byzaktine army of occupation. We see 
here Greek inscriptions, costumes, and saints ; the wall pamtmg shows us 
a Byzantine art transplanted to the West andacquimg something of Roman 
character in consequence. The pictures fall mto tw classy of ^bjects- 
figures of saints and scenes illustratmg a story, pie work is Byzantme 
the same time local, the of men whether 

who are as good Bomans as John VII. hiWf. Of. G. McN. Bushfo^h, 
S, Maria Antiqua in Papers of the British School at Borne (Macmillan, 1902), 

vol. i. pp. 1-120.] ^ 
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To follow the decline of painting at Rome, the catacombs 
again afford the most instructive examples. 

The first subject which strikes the visitor to S. Ponziano as 
a production of the seventh or eighth century is a Baptism of the 
Saviour, roughly sketched and painted in the old technical style, 
but essentially different in conception from those which have been 
noticed at Ravenna. The artist represented the Redeemer naked 
up to His middle in clear water, with a nimbed head of regular 
features enclosed by long falling hair and a small beard. S. John, 
standing on a bank to the right and holding a reed, imposed a 
hand on the Saviour’s head, as in the Baptistery of S. Maria in 
Cosmedin at Ravenna. But instead of the river-god floating on 
the water or sitting on the bank, an angel seemed to fly on the 
left, holding the necessary cloth. The form of the Saviour was 
stiU good in its intention and attitude ; the composition was still 
fair, but one peculiarity might be remarked which diminished its 
effect. The Saviour seemed to receive the Baptism in a ditch. 
Yet artists of later centuries, those even who might lay claim to 
superior genius of conception, never thought fit, or were never 
allowed, to alter this form of composition.’- 

Still more characteristic, as showing the degeneracy of painters 
in the seventh and eighth centuries, was a large bust of the Saviour 
with a cruciform nimbus and a jewelled book in His hand, also 
in the Pontian catacomb.^ Here the artist sketched out with dark 
lines on a roughly-prepared wall a form and type different from 
those of previous times, but frequently met with in the eighth 
and ninth centuries and even in the thirteenth. Hitherto the 
Saviour’s head had been regular, though the features had in the 
course of time undergone change. During the predominance of 
antique feeling, the long flowing hair served to give the head an 
agreeable outline. Now the forms of the face and the contour of 
the head and locks changed for the worse. The painter of the 
Pontian catacomb produced a face almost as long as it was broad, 
with arched brows, staring eyes with drooping corners, a nose 
whose ball projected, a prominent cheek-bone and a small chin. 
A vast mass of hair, divided in the middle and leaving two locks 
pendent on the centre of the forehead, formed a circle round the 

^ The angel is all but gone. At its feet on the bank is a stag or deer. 
The three figures have the nimbus. Above the Saviour are indistinct traces 
of what once no doubt was the dove of the Holy Ghost. S. John wears 
sandals and a yellow skin dress, exposing his frame and legs. The flesh 
tones are light and warm, the outlines heavily marked. [Gf. Wilpert, 
op. oit, plate 259.] ^ [Idem, op. cit.f plate 257.] 
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face and gave to an otherwise broad neck the appearance of thin- 
ness. A small straggling beard covered the under part of the 
chin. The right hand, raised in the act of benediction, was form- 
less. The draperies had lost all breadth and were marked by 
angularity. The flesh tone was yellowish, the narrow shadows 
dark.^ Yet if this were a poor example of the spirit left in Roman 
art, it was not the poorest : one might see in the chapel of S. Milix 
and S. Pymenius in the Pontian catacomb two coarsely-executed 
figures of those saints standing at each side of a cross painted in 
imitation of jewelled gold. These figures were rude and almost 
formless in outline, the heads were without shape and the eyes 
staring. S. Pymenius wore the antique costume. The colour of 
the flesh was a species of yellow red. Equally defective were five 
figures standing erect in a row in the same catacomb and betraying 
the usual absence of drawing, of form, and of thought in the artist.^ 
As the eighth century closed, even the majesty of the Redeemer 
was forgotten in the shapeless inanity of dark outlines and false 
forms, and the Saviouj., as depicted in the chapel of S. Cecilia in 
the catacomb of S. Callisto, was only worthy of attention as 
exhibiting with a certain solemnity the complete prostration — 
the dotage, of the art of the time.® Nor was this state of collapse 
in painting of short duration or . confined to Rome. It might be 

^ This large bust of the Saviour was discovered on the side of the 
vaulted recess where the above-mentioned Baptism is depicted. It is painted 
on a very rough surface, and the lower part of the painting, including a 
portion of the hand, has fallen. The colour of the draperies is almost gone, 
but the mantle bears traces of blue and the tunic of red. The nimbus is 
yellow at the outer rim, with a simple cross on a light blue ground. Part of 
the left eye and of the chin of the figure are gone. The outlines, though 
strongly marked, are not black. Beneath the bust are the words, “de 

DONTS DI GAVDIOSV3 FECIT.” 

^ Representing SS. Peter, Marcellinus, PoUio, and other saints. The 
extremities of these figures are exceedingly defective, the hands indeed 
scarcely indicated. 

® There is sometliing calm and solemn in the ugliness of the youthful, 
largo-eyed, and narrow head. The breadth of the face at the level of the 
eyes is excessive. The brows and eyes are arched, the iris staring. The nose 
is straight, thin and long, and ends in a point, the upper lip long, the beard 
a succession of curls roimd the base of the chin. The figure holds a book 
in its left and blesses with its right. The fingers of the shapeless hands are 
coarsely indicated. The type is one which repeats itself in the ninth century. 
The outlines are thick and strongly marked. The nimbus is cruciform and 
the cross jewelled, the mantle bluish and tunic red. The niche in which 
the figure is represented seems to have been painted of an uniform yellow 
body colour which served for flesh tone in lights, and above which the shadows 
and half tints were painted in. Above the recess is a figure of a female saint 
older in date — perhaps of the seventh century. The catacomb of S. Callisto 
was closed at the end of the eighth century, and tlieso paintings cannot be 
later than the date above given. [Gf. Wilfert, op. cit., plate 200.] 
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traced in remains of old wall paintings representing the Saviour 
and other saints in the crypt of S. Ansano at Spoleto, rude and 
ill-dravm figures executed apparently in the ninth century without 
change in the old technical methods.^ It might be exemplified 
by figures of S. Curtius and S. Desiderius in the catacombs of 
Naples, equally defective in form,^ and in a bust of one holding 
a book in a circular frame resting on two cornucopia, rudely 
sketched in the same catacomb — ^in manner so far technically 
changed that colour of much body and consistency was used.^ 
The decline was in fact general throughout Italy, just as in its 
processes painting was everywhere the same. 

The utmost rudeness and the eclipse of all feeling, combined 
with barbaric costume, might be traced in the tenth century, first 
in a wall painting in the crypt of SS. Cosma e Damiano which seems 
to have represented the Virgin and Child; secondly in a wall 
painting in the crypt of S. Clemente at Rome, where, amongst 
other figures, the Virgin, crowned and dressed in jewel-decked 
apparel of close fit, holds the infant Saviour on her knee.'^ 

That the mosaists followed the same course as the painters is 
not doubtful. They confined themselves to the reproduction of 
the simplest subjects, such as the glorification of the Saviour, 
the Virgin and saints, and seemed either unwilling or unable to 
trust themselves to any effort of composition. Amongst the relics 
of mosaics executed at the close of the sixth and during the seventh 
centuries the mixture of Roman and Neo-Greek types and forms 
prevailed with more or less intensity and persistence, yet this, 
as may be seen, was but a passing impression. In the mosaics 
of the inner side on the triumphal arch of S. Lorenzo fuori le 
Mura, the Saviour glorified had a poor aspect ; the gazing eyes 
and depressed noses, the long outlines of the attendant saints, 
revealed the rapidity with which artistic power was disappearing, 
yet at the same time the persistence of the classic feeling.^ 

^ The Saviour here as usual in a red tunic, but with a light-coloured 
mantle of red shadows. The nimbus is yellow and without the cross. The 
tones light water-colour. 

2 The saints with yellow nimbi. Desiderius with a cross in his right 
hand. The hands large and wrists small. Curtius is dressed in blue, orna- 
mented with white flowers. The outlines coarse, shadows black, background 
coloured and ornamented. 

® The execution of this figure is very rude. The colour, of much body, 
has faded away. 

* This fresco is also painted with much body of colour on a rough surface, 
the outlines broad and marked. 

® The Saviour sits on the orb, a cross in His left, SS. Peter and Paul 
respectively present SS. Lawrence, Pelagius, Stephen, and Hippolytus, 



THE DECLINE OP MOSAIC 39 

In S. Teodoro the Saviour was again glorified in the apsis 
exactly as he was on the triumphal arch in S. Lorenzo ; and some 
of the heads revealed a style approaching to that noticed in the 
mosaics of SS, Cosma e Damiano mingled with that of the later 
decline/ betraying already the impress of the Neo-Greek mosaists. 

The apsis of S. Agnes was devoted to the glorification of that 
saint in the presence of Honorius I. and S. Symmachus. The 
long motionless figures stood side by side on a green ground, 
without much gravity of attitude or of features. Antique feeling 
might be traced in the relief of the male heads and in the broad 
draperies ; but the spread of the Greek style might be noticed in 
the straight lines of the features and folds, whilst the gradual 
progress of decay was marked by sombre colour, dark and abrupt 
shadows, heavy dark outlines, and a rude execution with the ill- 
jointed cubes peculiar to Roman art.^ 

In the middle of the seventh century the apsis of S. Venanzio 
was devoted to the Virgin, who stood with outstretched arms in 
the centre of the space with SS. Peter, Paul, John the Baptist, 
and five other saints on each side of her. Above her a colossal 
bust of the Saviour, resting on red clouds floating in a golden 
heaven, gave her the benediction. A face of long but regular 
forms was enclosed by long hair falling on the shoulders, and a 
short beard beneath the chin. Two angels in flying draperies, 
nimbed, with broad round heads and powerful necks, with hair 
bound by bands whose ends floated in the wind, held guard on 

still reminiscent of the forms of the sixth century. Roimd the head of 
the Saviour is a cruciform nimbus. His draperies are dark. On the lower 
sides of the arch are Jerusalem and Bethlehem. The church seems to have 
been built by Pope Pelagius ; certainly his presence in the mosaic with a 
model of the edifice indicates the period of the work, i.e, 570-590. With 
the exceptions noted above, the mosaic has the character of the ninth and 
tenth centuries, and this owing merely to repairs and restoration. 

^ SS. Peter and Paul, severally introducing S. Theodore and another 
saint, the foi*mer slippered, with a long pointed beard, holding a cross. The 
heads of Peter and Paul are almost all of the old work remaining. The head 
and hand of the Saviour are quite modem, the latter formless. The purple 
mantle is also in great part new. S. Theodore holds a cross. The saint 
introduced by S. Paul is totally altered. The feet and draperies of S. Paul 
himself are partly renewed, the feet and hands of S. Peter modem, the whole 
on gold groimd. 

^ The hand of the Eternal issues out of a triple star-bespangled halo with 
a crown for S. Agnes, whose head is encircled with a nimbus. She wears 
a purple timic and a gold mantle lined white, and a jewelled collar ; in her 
hands a scroll, the latter in part restored. Honorius, with a model of the 
church in hand, wears a wlute tunic and purple mantle. S. Symmachus, 
in a purple dress, carries a book. The mosaics may be assigned to the time 
of Honorius I. (G25-638.) 
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each side of Him. Their forms as well as those of the Saviour 
were completely reminiscent of the antique. In the upper face, 
outside the apsis, were the symbols of the Evangehsts, Bethlehem, 
and Jerusalem, whilst, swelling the row of supporters, on each side 
of the Virgin eight figures of saints might be seen. It might almost 
be conceived that the Saviour and angels and the apsis figures 
generally were of an earlier Roman period than those on the arch, 
as the latter recalled the Neo- Greek character of S. Vitale of 
Ravenna, not only in slenderness of form but in a more careful 
execution, more harmonious colour, and a certain straightness of 
lines in draperies such as had already marked the figures in S. 
Agnes.^ 

Equally reminiscent of the art developed in S. Agnes were the 
mosaic figures in the apsis of S. Stefano Rotondo, where in the 
heavy dark outlines and broad drapery, defined with straight 
lines, one might still trace amidst a mass of repairs the character 
of the seventh century.^ 

A solitary example of the Neo-Greek influence at Rome and 
the last of the seventh century that can be found there, is a 
fragment removed to S. Pietro in Vinculis by Pope Agathon in 
680, and now adorning an altar to the right on entering that 
church. Here the artist represented the long slender form, the 
young and shghtly bearded face of S. Sebastian — ^not nude, as in 
more modem representations of that martyr, but holding the 
crown, dressed in barbaric and richly-ornamented costume, and 
wearing a long mantle fastened to the shoulder with a brooch. 
This figure distinctly exhibited the impress of the more modern 
art of Ravenna in its type and form. The draperies were some- 
what angular, the lights and shades fairly indicated, but leaving 
by the absence of breadth a certain sense of flatness. The atti- 
tude was, however, still marked by a certain dignity. 

With the close of the seventh century, old Roman feeling 

^ S. Venanzio is an oratory or side chapel to the Baptistery of S. Giovanni 
in Laterano. Some restoration may be noticed in the figure of S. Peter and 
in the angels on each side of the Saviour. The saints on the arch to the loft 
are SS. Paulinian, Tehus, Asterius, and Anastasias, those to the right SS. 
Maurus, Settimanius, Antiochianus, and Cajanus. 

® S. Stefano Rotondo was built on the Celian Hill in honour of SS. Primus 
and Felician, who are represented in the mosaic at the sides of a jewelled 
cross beneath a medallion of the Saviour, the hand of the Eternal with the 
crown issuing as usual from the prismatic rainbow. Very httle of the 
original mosaic remains. The cross and part of the background, including 
the medallion of the Saviour, are filled up with stucco and repainted. Part 
of the figure of S. Felician is also coloured stucco. 
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resumed its sway, and the Neo-Greek influence which had pene- 
trated to Rome a century after Ravenna had ceased to yield a 
single monument of art, vanished as it had come, leaving as a 
solitary trace of its passage a certain tendency to slenderness and 
length of form. It was characteristic indeed of the independence 
of Roman art that, whilst history tells of iconoclastic struggles 
and of a general flight of Byzantine artists to Italy, not only 
was not a trace of their influence to be found at Rome, but the 
older Neo-Greek impress had disaiopeared. Of the early pro- 
ductions attributable to the eighth century at Rome, but a frag- 
ment remains. Yet this and the mosaics of the time of Leo III. 
and Pascal I. would alone suffice to show how Roman artists trod 
the path of decline independent in their weakness. To the faults 
which had been confirmed by centuries of existence others were 
superadded. To absence of composition, of balance in distribu- 
tion and connection between figures were added slenderness of 
figure, neglect and emptiness of form, a general sameness of 
features, and the total disappearance of relief by shadow. Still 
the reminiscence of antique feeling remained in certain types, in 
a sort of dignity of expression and attitude, and in breadth of 
draperies, which, though defined by mere parallel lines, were still 
massive. The Greek stare had completely disappeared from the 
eyes. That art so reduced could stiU appear imposing to nations 
of low cultivation, is apparent from the fact that Charlemagne 
found it useful to take Italian architects and painters to Germany, 
and that with their means he created schools whose influence was 
undoubted, though it has probably been exaggerated by the 
partiality of German writers. 

Part of an Adoration of the Magi — the fragment to which 
allusion has been made, was transferred from the old basilica 
of S. Peter to the sacristy of S. Maria in Cosmedin, and was 
executed in the first years of the eighth century. The face of 
the Virgin, although it betrayed a gross neglect of form, was not 
without an expression of quiet repose. The eyes were natural, 
the attitude equally so ; the shadowless draperies, sculptural in 
their mass, were indicated by few straight and parallel lines, and 
seemed to cling flatly to the frame. The form of the Infant was 
defective, that of an angel, of antique type and regular features. 
The absence of shadow, the blue lines in the white draperies, the 
red lines in the flesh contours, the thinness and length of the 
figures, gave this fragment a peculiar appearance, yet one which 
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characterised more or less the art of the whole century. The 
execution was in every respect rude,^ 

Time, which dealt unsparingly with the monuments of this 
period, did not respect those of Leo III., whose activity appears 
as remarkable in art as in politics. Leo, who invited Charlemagne 
to Italy, not only built edifices, but caused many churches to 
be repaired ; and amongst them S, Apollinare of Ravenna, whose 
roof already threatened to fall in. Yet of the mosaics which he 
caused to be executed in the Triclinium of S. Giovanni in Laterano,^ 
to illustrate the victories and the power of Charlemagne, nothing 
remains but two heads in the Vatican museum, which recall the 
art of the eighth century, and a copy of the lost apsis mosaic 
representing the apotheoses of Charlemagne and S. Sylvester, and 
the Last Supper. 

In SS. Nereo e Achilleo, however, an example of art at the 
time of Leo may be found. On a triumphal arch, the Saviour 
might be seen standing in an elliptical glory with Moses and Elias 
at His sides and SS. Nereo and Achilleo prostrate before His feet. 
Right and left were the Annunciation, and the Virgin and Saviour 
guarded by an angel. Here the general character of the eighth 
century was completely maintained. The long slender figures had 
at least the dignity of repose and were far from vulgar in form ; 
their attitudes were simple and their proportions fair. The angels 
were of the Roman type, the draperies indicated by free and few 
straight lines, the faces rouged, and the outlines of the nude marked 
in red. As before, a total absence of shadow might be noticed ; 
but whilst art in its essentials displayed an increasing depression, 
beauty of ornament revealed the maintenance of the old feeling 
for accessories and details.^ This feature became indeed more 
evident as art retrograded. It was prominent in the time of 
Pope Pascal, and might be noticed in the apsis mosaics of S. Maria 

^ The Virgin, seated on a cushioned chair, is in the usual red tunic and 
blue mantle, the Infant on her knee in a gold tunic, the angel to the right 
behind the Virgin in white robes, S. Joseph on the left of paltry form. An 
arm with a present is all that appears of the Magi. This fragment is on 
gold ground. The Saviour has a cruciform nimbus ; S. Joseph is without one. 
The mosaic has been restored, and some of the outlines are overpainted, 
cubes large and rough. The date of the mosaic about 705. 

2 A.D. 795-816. 

® SS. Nereo e Achilleo, below the baths of Caracalla at Borne, is a church 
of the time of Leo III. The background of the mosaics on the arch is dark 
blue with white and red clouds ; the Saviour’s halo blue of a lighter tone. 
Moses and Elijah are not nimbed. The head of the Virgin has been 
damaged by restoring, and many other parts have suffered from the same 
causes, but not enough to render a judgment impossible. 
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called the Navicella on the Celian Hill. There for the first time, 
in a Glorification of the Virgin, the conspicuous defect of over- 
crowding first became remarkable. The preponderant size of the 
Virgin as compared with that of the attendant angels and pro- 
strate Pope Pascal, showed the desire of the artist to impress 
the spectator with her supernatural power. The defects of the 
mosaics ^ were those of the eighth century and the execution 
rude as ever.^ 

That art now hurried to its fall was evident from the fact that 
in the short lapse of one papal reign the mosaists of the close were 
feebler than those of the opening. In the apsis mosaic of S. 
Praxedis, a mere imitation of that in SS. Cosma e Damiaiio, exe- 
cuted in the time of Pascal I.,^ the figures had all the defects 


1 A very pretty foliated ornament on gold ^ound, springing from vases, 
forms a comice to the apsidal arch. The Vir^n is enthroned with the Infant 
amidst slender angels and adored by a miniature figure of Pope Pascal, 
prostrate and holding one of her feet. The angels rest on a ground strewed 
mth flowers. Above, the Bedeemer on a rainbow, with the apostles in a 
row at His sides, at the birth of tho arch the Virgin’s special prophets. 

2 [The important discoveries of the late Father Mullooly at S. Clemente 
in Borne have brought to light a considerable fragment of work of this time 
in the subterranean church which he excavated. Cf. Mullooly, S, Clement 
and his Basilica (Borne, 1869),* Bolles, S. Clement de Borne (Paris, 1873); 
Brownlow, The Basilica of 8. Clemente in Borne; and Venturi, op, cit., 
vol, hi., pp. 860-6. The present church is of the eleventh or twelfth century, 
the walls of the subterranean basilica are of the age of Constantine, the 
Mithraic cave discovered there being of the third century, the Memoria or 
“small stuccoed chamber” is of the first century, the Titamc wall of 
the time perhaps of the Tarquins. The “ stuccoed chamber is all that 
is left of the dwelling of S. Clement. It was probably under Leo IV. that 
the basilica was painted in fresco, though some fragments might seem to 
bo of an earlier time. But in the south-west corner of the nave there is a 
series of frescoes painted in the time of Leo IV. (847—866),^ the inscription 
tells us — Sanctissimus Bom. Leo Qbt. P P. Bomanus. There we the 
Assumption, the Crucifixion with S. Mary and S. John on either ^de, the 
Maries at the Sepulchre, Christ in Hades, and a fragment of the Marriage 
in Cana. On the other side of the nave are frescoes of our Lord in benedic- 
tion with S. Andrew, S. Clement, S. Methodius, and S. Cyril and two arch- 
angels. Again, S. Clement is enthroned by S. Peter, mth S. Lin^ on one 
side and S. Cletus on the other. This is spoHed by the floor of the upper 
church. Below S. Clement is saying Mass when he is interrupt by 
Sisinnius. In another fresco is set forth the life, death, and recomtion of 
S. Alexius, and the legend of the child miraculously saved m S. Clement s 
shrine under the sea. Last of aU, the translation of the relics of S. Clement 
and S. Cyril is presented. This subterranean church was probably destroyed 

? Subletts— The'Saviour with SS. Paul, Peter, Praxedis, Pudenziana, ^d 
the twenty-four elders on the arch advancing to cast their crowns._ The 
ohuroh of S. Praxedis, on the Esquiline, was adorned with mosaics by 
Pascal I., A.D. S17-824. The apsis figures stand witlm a space bounded 
by two palm-trees, on one of which is as ^ual the phoemx. 

Saviour the hand holds a crown. Below flows Jordan, 

Bethlehem and Jerusalem, the saints, and twelve sheep. AuASTASitrs {Be 
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of their predecessors, -with less brilliant colour and darker back- 
grounds. In the triumphal arch a quaint and realistic representa- 
tion was given of the New Jerusalem, laid out in the form of an 
irregular polygon, in the midst of which the Saviour stood guarded 
by three angels, and received the homage of the elders, whilst 
at the gates angels seemed to invite the chosen people to enter. 
A chapel in the same church,^ called the garden of Paradise, was 
likewise covered with mosaics — the archivolt with double rows 
of saints and prophets in medallions ^ — the ceiling with a medallion 
centre representing the Saviour in benediction supported in the 
diagonals by four angels resting on globes. None of these mosaics 
exhibited an improvement on the rude forms and execution that 
had now prevailed since the opening of the eighth century, but a 
change had taken place in the mode of rendering the features of 
the Saviour, and the type had become the same which marked 
the colossal form of the Redeemer in the Pontian catacomb.^ 
The face had become as broad as it was long, the prominent 
cheeks were relieved on a mass of hair disposed in a circle with a 
pendent lock on the centre of the forehead. It was a type which, 
though defective and unpleasant, had been generally adopted in 
the ninth century and was revived as late as the thirteenth. 

Two or three edifices in Rome still exist to mark the complete 
fall of art at this time. In S. Cecilia the apsis mosaic, glorifying 
the Redeemer, S. Cecilia, and Pope Pascal, was filled with mere 
flat and empty forms, darkly outlined, shadowless, rouged on the 
cheeks, long, stiff, and defective in shape.^ Art in fact had in 

Vitis Pont , ) and the following inscriptions prove the exact date of this church 
and its mosaics. In the frieze below the semidome, “ Emicat aula pise variis 
deeorata metallis Praxedis — Pontiflcis summi studio Paschalis.” The paint- 
ings which Bxjmohr mentions in this church no longer exist {Foraohungen, 
vol. i., p. 246). 

^ [Cappella di S. Zeno.] 

® Upper row, the Saviour blessing — centre; lower row, the Virgin and 
Child, centre. The medallions on the row right and left of the Virgin contain 
ten female and two male saints. Those in the row on each side of the 
Saviour are apostles and prophets. Below the birth of the arch of tlie door 
on each side are two modem medallion portraits of Popes. In the spandrils 
of arch busts of prophets. These mosaics have been exte-nsively restored. 

® The Saviour inscribed “ Be donis dfii Gaudiosus fecit ” is here intended. 

^ Subject — Saviour erect blessing — six saints about Him, S. Peter intro- 
ducing a male and female saint with crowns, S, Paul, for the first time with 
the sword, introducing S. Cecilia, who in her turn recommends Pope Pascal. 
The church owes its mosaics to Pascal I. The background is so dark as to 
be almost black, and on it are red clouds. The palms, phoenix, Jordan, 
the Lamb, and sheep as in S. Praxedis. Pope Pascal is said to have caused 
scenes of the life of S. Cecilia to be painted in the church. A fragment of 
these paintings remains, but is so blackened by time as to defy criticism. 
An engraving of some of them may be seen in Aoiiv^ooukt, plate 84, No. 3. 
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this monument, parted with every species of character, and in it 
Roman and Neo-Greek manner were lost in a miserable cento. 

Yet if possible the mosaics of S. Marco, ^ the church of the 
Venetians, showed a still deeper decliue. If one excepts the 
medallion Saviour on the arch of the apsis and the figures of 
prophets at the side pointing to Him — the former being of the 
type already noticed in S. Praxedis as an imitation of that in the 
Pontian catacomb — the figures were of the second infancy of 
delineation, each of them standing or hanging on a little pedestal.^ 
All previous defects might be found in them, and new ones in 
addition, the faces and features being angular, beards pointed, 
heads without forehead or cranium — feet and hands deformed, 
outlines broad and dark and edged with red. Yet this unpleasant 
mosaic was stiU surrounded by a rich and beautiful ornament. 

A doubtful example of mosaic, in so far as date is concerned, 
may be noted in the small and dark chapel of the Sancta 
Sanctorum in the Lateran, sacred to papal meditations. Here in 
the centre of the roof an artist of the eighth or ninth century 
depicted the Saviour blessing the world and holding the book, 
in the type and form peculiar to the mosaists of the time of 
Pascal I., or to the painter of the Pontian catacomb. The 
Redeemer was delineated with a round head, pendent forelock, 
and a small beard divided into curls. His features were, however, 
less irregular than those of other figures of the same class. Pour 
angels in flight and laboured movement supported the medallion, 
and still recalled the antique with a mixture of a later Greek char- 
acter which remains to be noticed in Italy. Figures of saints in 
the same style fiUed the lunettes. 

In the same manner in which the Neo-Greek influence extended 
for a while from Ravenna to Rome, it spread in the beginning of 
the ninth century to Milan, where the church of S. Ambrogio was 
brought to a certain degree of splendour by the execution of 
mosaics, whose character was not essentially different from that 
which might be expected from artists who followed the precepts 
of the later mosaists of the exarchate. The Saviour was repre- 
sented in the apsis of S.* Ambrogio, enthroned, with S. Protasius 
on His right and S. Gervasio on His left. The archangels Michael 
and Gabriel, guardians of the two saints, seemed to hover above 

1 This church was restored in 833 by Pope Gregory IV. 

2 Subject — the Bedeemer between SS. Mark, Agapitus and Agnes (left), 
Felician and Mark introducing Pope Gregory IV. (right). 
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them with a certain vehemence of action, holding in their hands 
reeds and crowns.^ 

These mosaics displayed more of the character of the Roman 
productions of the seventh or eighth centuries,^ than that of later 
mosaics in the capital of Italy. Had art continued at Ravenna, it 
would probably have assumed the form which characterised S. 
Ambrogio in the ninth century. It would have presented to the 
spectator the same costumes and attitudes, the same gazing eyes, 
the same vehemence of action and richness of ornament.^ 

Of the manuscripts of the period illustrated in this chapter, 
it might be unnecessary to speak, were it not that they confirm 
the historian in his judgment of the general character of art at 
Rome during the time of its degeneracy and fall. The independ- 
ence of Roman painters and the persistence with which they clung 
to the traditions of the antique, are indeed curiously exemplified 
in their miniatures, of which here is a sketch for the more curious. 

In a Terence MS. of the eighth or ninth century, now preserved 
at the Vatican,^ one figure at least and a pseudo-portrait of the 
dramatist, in a medallion carried by two masks, characterise the period 
completely. The figure inscribed “Prologus” was depicted by the 
miniaturist with the grotesque face of an antique mask, in a violet 
Roman tunic and a light red mantle, and holding a bow in his left 
hand. This is the only figure which has not been altered by restoring. 
Its proportions are fair, though the hands are coarse and large. The 
outlines are of a dark red and the colours of the flesh of a light warm 
yellow. The portrait of Terence is hkewise characteristic and 
reminiscent of the antique. Feebler, and apparently the efiort of a 
childish imitator of classic forms, are the miniatures of a MS. Virgil 
at the Vatican, executed apparently in the ninth century and much 
restored.^ That the artist was ignorant and inexperienced is proved 
by the deformity of the figures, feet, hands and articulations. Yet 
the compositions are imitated from those of a better time. 

^ Beneath the pedestal of the tlirone three saints, Marcellina, Satirus, 
and Candida, were depicted in medallions, and, at the sides of these, were 
two compositions, the &st illustrating the sermon of S. Ambrose at Milan 
and the second the burial of S, Martin at Tours by the same bishop. 

2 For instance SS. Teodoro, Agnes, Venanzio, Pietro in Vinculis, where 
the impress of Ravennese art at Rome has been noticed. 

® The mosaics of S. Ambrogio are said to have been executed in 832 
by order of Gaudentius, a monk. They have been much restored at various 
times, and probably as early as the twelfth and thirteenth centuries, the 
form of the Saviour being evidently too feeble and lank to be of the same 
period as the head, which seems well preserved. The inscriptions of these 
mosaics are Greek. Above the archangels are the words OJP. MIXAHA 
and 0 ^. TABPIHA. Yet the cubes of these mosaics are large and rude. 

* MSS. No. 3868 of the Vatican library. 

® MSS. No. 3867 of the Vatican library. 
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Equally rude, but interesting perhaps as an example of the 
technical processes of the period, is a pontifical of the ninth century 
executed for the use of Bishop Landulfus of Capua, now in the Minerva 
at Rome. Vasari’s epithet of “ tintor ” might be applied to the artist. 
Roman art in its fall may be traced in the stout, short, heavy figures 
that convey the representation of a clerical ordination of the period. 
Some animation and action may be said to compensate for absence of 
true form. The large square heads, round black eyes, and rouged 
cheeks— the shadowless forms, drawn with coarse dark outlines, com- 
bine with the draperies of uniform colour and marked out with parallel 
strokes, to present a miniature counterpart of the apsis figures in 
many a Roman church of the eighth and ninth centuries. The technical 
execution is as usual a light thin water-colour of a warm yellowish 
tinge in the flesh.^ 

From the seventh to the end of the eighth century Rome 
merely affords examples of formal ceremonial pictures. Of 
religious compositions in the true sense of the word there is scarcely 
a trace in mosaics or painting. The miniatures of the period 
which remain are either feeble imitations of the antique, or so low 
in the scale of art as to leave little room for criticism. It may 
therefore be interesting to discover if in sculpture something can 
be found to fill up the void. The wood rehefs of the gates of 
Santa Sabina at Rome are in this respect valuable remnants. 
Santa Sabina was built on the Aventine Hill by Pope Celestin I. 
in 421, but the gates were only placed in it by Innocent III. 
some years before the church was granted by Honorius III. 
to the Dominicans. The gates are divided into numerous square 
panels containing scenes from the Old and New Testaments. It 
may be remarked at once that the panelled and beautifully orna- 
mented framing of the rehefs is of a different wood from that 
of the sculptures which it encloses, and that the subjects are older 
than the border which surrounds them. A careful examination 
of the sculptures will easily convince the observer that their char- 
acter is not of the twelfth century, and that, if they were exe- 
cuted in the pontificate of Innocent III., they are copies of older 
works. But experience will hardly warrant the assumption that 
a copyist could produce such a work as this in the twelfth century, 

1 Another miniature of the ninth century, representing the rite of baptism 
by immersion, may be noticed here. It belongs to an unnumbered MS. 
in the Minerva at Rome. The short figures, the draperies, are even more 
reminiscent of the antique than the Terence, No. 3808. The drawing, 
particularly of the extremities, is defective, the eyes are very round ^d 
open, the mode of colouring the same as in the Terence MSS., the outlines 
very marked and coarse. 
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and were it so, the gates of Santa Sabina would be a solitary 
example of their kind.^ In style these carved subjects are a 
continuation of that imitation of the classic antique which pre- 
vailed in the earher centuries, yet composed and executed with 
remarkable spirit. The sculptors, whoever they may have been, 
gave animation and action to their figures such as were unknown 
to the mosaists or painters even of the time of Leo III. Their 
figures were mostly of the short Roman character, wherever the 
necessity of subject and space did not oblige them to slender- 
ness. Their ideas of costume and of drapery, their conception of 
Bible scenes, were of the kind which had been consecrated by 
time in the paintings of the catacombs or in the mosaics of Santa 
Maria Maggiore. Without wearying the reader with minute 
descriptions of all the subjects in the gates a few examples will 
amply suffice to justify the foregoing conclusions. 

For instance, Elisha is represented receiving the mantle of Elijah. 
The latter, in a classic car drawn by two horses, is directed to heaven 
by an angel in flight, whose form imitates the bold action and the 
attitude of a figure of Victory. Nothing more classical, no better- 
draped figure, was produced by any of the imitators of the antique 
during the Christian decline. Nor is this a solitary figure, being but 
the counterpart, as regards the qualities above referred to, of another 
angel anointing the head of one standing beneath him. The figure 
of EHsha is slender and elegant, and contrasts with others which are 
short and thick-set, as for instance in the composition in which Moses 
performs the miracle of the serpents. In a third rehef representing 
the Hebrews landing from the Red Sea, and welcomed by an angel, 
whilst Pharaoh appears in a biga in the midst of the waves, it is im- 
possible not to remember the colossal figures of the Monte CavaUo at 
Rome, imitated by an artist of a later time. In the Adoration of the 
Magi, where the Virgin in a Roman chair holds the Infant and receives 
the offerings of the three kings who are dressed in Phrygian costume, 
it is difficult to forget the same forms of composition in the earliest 
catacomb pictures. Again the Saviour, may be seen on the road to 
Calvary, by the side of Simon of Gyrene, who carries the cross. The 
figure of the Redeemer, the head, bearded and enclosed by long hair, 
recall the old types of the Christian time, whilst the composition itself 
is reminiscent of the mosaics of S. Apollinare Nuovo at Ravenna. The 
Saviour in an attitude of command in one of the medallions, with 
His simple nimbus, and fine drapery, is very different in type from 
the Redeemer even of the ninth century, whilst in a similar mcdalhon, 

1 [Cf, Vbnttjei, op. cit.f vol. i., p. 476, note 2, gves a bibliography of 
the gates of S. Sabina ; cf. also Gbisae, Analecta Uomana (Roma, 1898), 
vol. i. Venturi regards them as work of the middle of the fifth century.] 
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Clirist giving the benediction and sitting in glory, is short in stature 
and wears the antique costume, the leggings of the same figure in the 
funeral monuments of Kavenna. 

But for the fact that short and slender figures are found in 
close proximity, one might suppose that these sculptures are of 
a date as early as some of the mosaics of Ravenna. They have 
indeed much of the character which distinguished the sculptures 
of the close of the exarchate. The symbols and monograms are 
the same as those of the sarcophagi. It may be reasonable there- 
fore to give these bas-rehefs a date anterior to the tenth and even 
to the ninth century. Nor is a certain amount of historical 
evidence wanting to confirm this view. The gates of Santa Sabina 
are referred to in Annales ordinis 'predicatoi'ium^ by Thomas 
Maria Mafnachio,^ as of “ seculo etiam VII° fortasse vetustiores.” 

That Rome, during the tenth and eleventh centuries, yielded 
no examples of mosaic or painting is neither strange nor unnatural.^ 
Yet that art still continued to exist in this the most unhappy 
and troubled time of the Papacy, is proved not merely by one 
example which shall be noticed, but by the fact that, when 
Gregory VII. restored some of its power to the Church, the 
arts reappeared, maintaining after the lapse of more than a hun- 
dred years the character and the pecuharities for which they 
had been remarkable in the period immediately preceding their 
apparent disappearance. 

To the Benedictines accrued in some measure the merit of 
having preserved the traditions of art j and in one of their churches, 
in the^ neighbourhood of Rome, the works and, for the first time, 
the names of Roman artists are preserved. 

” To the north of the capital, and about seven miles from Nepi, 
on the road to Qvita Castellana, lies the castle and the Benedictine 
church of Sant^ EHa, the latter an edifice of very old Christian 
form, and' covered internally with wall paintings by two brothers 
Johannes and Stephanus and their nephew Nicolaus of^ Rome. 
The exact period in which these artists executed the internal 
decorations of S. Elia cannot be ascertained ; but they were men 
who combined the imitation of forms and compositions, charac- 
teristic of various ages of Roman art, wit^ a technical execution 
which can only be traced as far back as the tenth century. Their 

1 Rome, 1756; vol. i., c. xvii„ p. 569. ’ ^ o o u 

2 [Tliough only fragments remain, the important pamtmgs at ». oaba 
are work of the early tenth century.] 

I. 
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work, though it has suffered from the ravages of time, illustrates 
a phase hitherto comparatively unknown. They seem to have 
been men accustomed to mosaics, for they mapped out their 
colours so as to resemble that species of work. They used, not 
the thin water-colour of the early catacomb painters at Rome or 
Naples, but the body-colour of the later artists, who painted the 
Christ of the chapel of S. Cecilia in S. Callisto and the figures of 
Curtius and Desiderius in the catacomb of S. Januarius. On a 
rough surface of plaster they laid in the fiesh tones of an uniform 
yellowish colour, above which coarse dark outlines marked the 
forms, red tones the half tints and blue the shadows. The lights 
and darks were stippled on with white or black streaks, and a 
ruddy touch on the cheeks seemed intended to mark the robust 
health of the personage depicted. The hair and draperies were 
treated in the same manner. They were painted of an even 
general tone streaked with black or white lines to indicate curls, 
folds, light and shadow. The result was a series of fiat unre- 
lieved figures, which were, in addition, without the charm of good 
drawing or expression. 

In the semidome of the apsis, the Saviour was represented stand- 
ing with His right arm extended and His left holding a scroll.^ On 
His right S, Paul in a similar attitude was separated from S. Elias by 
a palm, on which the phcenix symbolised Eternity. S. Elias, in a 
warrior’s dress, pointed \vith his left hand to S. Paul. To the Saviour’s 
left S. Peter, whose form is now but dimly visible, and probably another 
saint were depicted. A background of deep blue, spotted with red 
clouds of angular edges, relieved the figures. This was in fact an 
apsis picture similar to those in the numerous churches of Rome, 
and in arrangement not unlike that of SS. Cosma e Damiano. The 
"form of the Redeemer indeed. His head, of regular features with a 
nose a httle depressed and the flesh curiously wrinkled, His high fore- 
head, and long black hair falling in locks. His double-pointed beard, 
tunic, mantle, and sandals had a general Hkeness with those of SS. 
Cosma e Damiano. The saints, on the other hand, in their slender 
forms, S. Elias with his small head and long body, were reminiscent 
of later mosaics, whilst their attitude and movement, their draperies 
defined with lines, their defective feet and hands were not unlike 
those of SS. Nereo e Achilleo. The Neo-Greek influence might be 
traced in other parts of the paintings of S. Elia. Beneath the green 
foreground, where the four rivers gushed from under the feet of the 
Saviour, and the Lamb stood pouring its blood into a chalice, an 
ornament separated the paintings of the senaidome from those in the 
lower courses of the apsis. In the uppermost of these, Jerusalem, 

^ The hand of the Eternal is above in the key of the apsis. 
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and in the intervals of three windows, twelve sheep in triple groups 
between palms, were depicted. Bethlehem no doubt closed the arrange- 
ment on the right, but is now gone. In the next lower course the 
Saviour sat enthroned between two angels and six female saints, 
amongst which S. Catherine in a rich costume and diadem and S. Lucy 
may still be recognised. The rich ornaments, the round eyes and oval 
faces of these female saints, were not without admixture of the foreign 
element which had left its impress on Eome in the seventh and eighth 
centuries. Still, the angels, with their hair bound in tufts and their 
flying bands, were of regular features. The painters covered the sides 
of the tribune with three courses of pictures, fragments of which 
remain. On the upper to the right, the prophets with scrolls, on 
the second, martyrs with the chalice, on the third, scenes from the 
Old Testament. On the left the lowest course was likewise filled with 
biblical subjects taken from Revelation. The aisles and nave were 
also doubtless painted, but the pictures have unfortunately dis- 
appeared. The painters inscribed their names as follows beneath the 
feet of the Saviour in the apsis — Joh et Stefanu frts picto,.e.. 
Romani et Nicolaus Nepv Johs.^ 

These paintings of S. Elia are far more instructive and inter- 
esting than those of a later date, and even than the mosaics of 
the eleventh century at Rome. From all these, indeed, one may 
conclude that, whilst the Italians were on the threshold of a new 
political and social life, their art was but a continuation of that 
mixture of Roman and Byzantine feebleness and of those errors 
which had sprung from the troubled nature of earlier ages. Tlie 
art of Italy rose indeed after the tenth century. Whilst, how- 
ever, it showed no rapid development of power in thought, con- 
ception, or expression, it imbibed a better taste in the less 
important branch of ornamentation, a change which had begun 
in the lowest period of the decline, and which consisted in the 
use of the richest borders and foliage tracery and in the substitu- 
tion of gold for dark blue backgrounds. A more interesting 
change, however, was the development which became apparent 

^ Tlio scroll in the hand of S. Paul is inscribed “ Certamen certavi, cursu 
consumavi. Fide separavi.” S. Peter holds a scroll inscribed “ Tu es 
Christus filius Dei vivi quid nunc mundU venisti.” On each side of the 
medallion in which the Lamb is depicted is the inscription “Vos qizi intratis 
me primti respiciatis omnibus ardua clamidat, ac si a divas otia qu§. &c.” 
The sheep are painted on a yellow ground simulating gold. The nimbus of 
the Saviour and those of the saints are also yellow imitations of gold. One 
of the windows between which the sheep are represented, is filled up and 
contains a figure of S. John of the fifteenth century. The angels on each 
side of the Saviour in glory on the wall beneath the somidome carry in one 
hand the labarura, in the other parti-coloured circles of blue and white. 
The female saints are on a blue ground spangled with stars. 
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in the sphere of subjects which artists were enabled to treat 
pictorially. The most painful incidents of the Passion of our 
Lord had till now been avoided ; and the nearest approach to 
them that had as yet been attempted was the road to Calvary, 
where the Saviour was represented proceeding to Golgotha accom- 
panied by Simon of Cyrene carrying His cross. The tenth and 
eleventh centuries displayed not merely all absence of dislike but 
a certain mournful pleasure in depicting the sufferings and death 
of the Redeemer. The numerous crucifixes, in which He is depicted 
in the various phases of His agony, may perhaps serve a little 
later to illustrate a chapter of their own. In churches where 
this episode was first represented, it was generally placed exactly 
opposite to another, where Christ after the Resurrection sat in 
glory to judge “ the quick and the dead.” In S. Urbano alia 
Caffarella at Rome, for instance, the Crucifixion was painted in the 
eleventh century inside the portal. The Saviour stood with head 
and frame erect on a projection, where His feet were separately 
nailed to the wood. A slight drapery surrounded His hips. On 
the right Calphurnius held up the sponge, whilst on the left 
Longinus struck the Saviour with his lance.^ Yet in this period 
of His agony the Redeemer maintained the serenity and open eyes 
of one that should not betray a sign of pain. Right and left stood 
the Virgin and S. John Evangelist, and above them the thieves, 
one of whom repentant looked towards the Saviour, both in quiet 
attitudes and with arms bound behind the cross. At the foot of 
the instrument of death a strangely-dressed figure, intended per- 
haps for the Magdalen, held a cloth and seemed willing to support 
the projection on which the Saviour’s feet rested.^ Above the 
Saviour two half figures of winged angels stood. The sequel of 
the story of the Crucifixion extended to both of the side walls, 
on which scenes of the Passion, and the legends of S. TJrbanus, 
S. Cecilia, S. Lawrence, and other saints were depicted. In the 
choir, and facing the Crucifixion, the Saviour sat enthroned giving 
the blessing and holding a book between two angels ; S. Peter 
and S. Paul on each side of Him. In the episodes of the Passion, 
Christ might be seen now carrying His cross. Were these paintings 

^ The names are inscribed. 

® At the base of the Cracifixion are the words “ Bonizzo fft axri M. XI.,” 
an unusual mode of expressing the date of A.D. 1011. But the inscription 
is repainted possibly over an older one. Rtjmohii (Forachimgen, vol. i., 
p. 277) had already noticed this. The inscription is repeated, according to 
him, in an old MS. with miniatures copied from these paintings in the 
Barberini library at Rome. 
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not so totally repainted and restored they might serve further to 
illustrate the methods in practice in the beginning of the eleventh 
century. The least damaged parts are on the walls of the aisle 
to the left. One may remark generally that old Roman charac- 
teristics of composition and line still remain. In the Adoration 
of the Magi the three kings are in Plirygian caps and dresses. 
There is a certain repose in the somewhat slender figures, yet 
more animation in gesture than in the compositions of SS. Nereo e 
Achnieo. 

In the Annunciation, where the Virgin sits on a throne whilst 
the angel ^presents himself, an old woman in fair action may be 
seen in a neighbouring room. The draperies are also more free 
in fold than before. 

Of a class not dissimilar from these are a series of paintings 
removed from S. Agnese of Rome and now in the Museum of S. 
Giovanm in Laterano, the oldest of which are scenes from the lives 
of S. Catherine and S. Agatha. Here the proportions of the figures 
are similar to those in S. Urbano, but perhaps a little more slender. 
The small round eyes, thin noses, mouths, and necks are not more 
disagreeable than the wiry red outlines, the yellow flesh tones 
painted with full body-colour over a preparation of verde, and 
the rouged cheeks. In continuation of these one may further 
notice in the same museum eleven scenes of the life of S. Benedict 
of similar system and style.^ 

’ Whilst painters thus continued to exist at Rome and handed 
down to each other mere traditions of form, art was recruited in 
the South of Italy from the workshops of the East; and Leo 
of Ostia relates that in 1070 Desiderius, Abbot of Montecassino, 
sent for Greek mosaists to adorn the apsis above the high altar, 
and ordered the novices of his order (he was a Benedictine) to 
learn the art of mosaic, which since the invasion of the Lombards 
had been lost in Italy.” ^ That Leo of Ostia was rash in the latter 
assertion needs no better proof than the narrative in the fore- 
going pages.^ A question of more real interest is, whether the 
Byzantine Greeks imported by the Abbot of Montecassino were 
better artists than their contemporaries at Rome. It is a question, 

^ Other fragments of frescoes in this museum — ^for instance, a head of a 
bishop and a figure of a saint (aged) — are more modem, and probably of tlie 
fourteenth century. 

2 Leo of Ostia, ap. Muratori Her. ItaL. Scriptores, iv., p. 442. 

® He may have meant that the art of mosaics had been lost in South 
Italy and particularly under the Lombard princes of Beneventum and Capua, 
whose rule lasted till the middle of the eleventh century. 
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however, which must remain unanswered, because the mosaics of 
Montecassino have disappeared. Yet it may be sufficient to re- 
collect that in the ninth century the mosaics of S. Ambrogio of 
Milan were no better than those of the same period at Rome. 
In the absence of mosaics, it is gratifying to be able to point out 
a series of paintings of the same time executed for the Benedictines 
of S. Angelo in Formis at Capua, which, being essentially of a 
Greek character, will prove first, that artists from Greece or Con- 
stantinople were employed in South Italy in the eleventh century, 
and secondly, that they were in no respect superior to their Italian 
contemporaries. As to the period of these paintings it may be 
necessary to consult some historical records. In 1058 the Norman 
Richard became possessed of the Principality of Capua, and, having 
been anointed with the holy ampulla at Montecassino, he conceded 
to the Benedictines the right to found a new monastery at S. 
Angelo in Formis, near Capua. This monastery and the church of 
S. Angelo were endowed in 1065 with the funds belonging to the 
churches of SS. Giovanni, Salvadore, and Ilario of Capua, which 
time had completely ruined.^ The church of S. Angelo was, 
however, not enlarged until 1073, when, at the request of 
Pope Gregory VII., and with the assistance of Richard of Nor- 
mandy and Erveo, Archbishop of Capua, the works were com- 
menced by Desiderius, the third Abbot of Montecassino, ^ the same 
who had already restored and adorned with mosaics the chief 
convent of the Benedictines in South Italy. About 1075 the 
church of S. Angelo was consecrated by Erveo, Archbishop of 
Capua, 2 and the successful termination of his labours was recorded 
by Desiderius in the foUovdng inscription now on the architrave 
of the great portal : 

CONSGENDES CAELUM SI TE COGNOVERIS IPSUM 
UT DESIDERIUS QUI SACRO FLAMINE PLENUS 
A COMPLENDO LEGEM DEITATI CONDIDIT AEDEM, 

UT CAPIAT FBUCTUM QUI FINEM NESOIAT ULLUM. 

The artists employed by Desiderius painted the following 
subjects : 

In the apsis the Saviour was enthroned in the act of benediction 
and holding the book. The symbols of the Evangelists were at His 
sides, and the hand of the Eternal appeared out of an opening 

^ Lo Monaco's Dtssertazione suite varie vicende di S. Angelo in Formis 
(fol., Capua, 1839), p. 13. 

2 Ibid., p. 12. 3 Ibid., p. 15. 
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surrounded by a fan-like ornament. Beneath, the semidome and on 
the wall of the apsis the three archangels Michael, Gabriel, and Raphael 
separated the abbot Desiderius, standing with the model of the church 
in his hand, from a figure of a Benedictine now almost effaced. 

On the opposite wall, and therefore above the chief portal, the 
Last Judgment was depicted. High up in an elliptical glory the 
Saviour sat enthroned, and distributed the blessing and the curse 
with His hands, the only part of the figure now remaining. Below 
Him, an angel raised high above His head a long scroll, of which the 
inscription has disappeared ; whilst two angels at His sides held 
scrolls likewise, inscribed with the words, “ venite benedicti ” and 
ITE MALEDiCTi.” Above the Saviour and between the upper win- 
dows, four angels sounded the last trump. Beneath, in two courses 
on each side of the Saviour, were twelve angels in adoration and 
twelve apostles on long benches. At the sides of the angels, below 
the Saviour, were grouped the blessed saints, martyrs, and confessors 
of both sexes on one hand, and devils pursuing condemned souls into 
the everlasting abyss on the other. On the lowest course to the left, 
groups of the just, plucking and wearing flowers, were made to contrast 
with others on the right, tortured or carried by demons to the foot 
of Lucifer, a vast monster, now unfortunately headless, sitting in 
chains, with claws for hands, and holding under his arm the writhing 
form of Judas Iscariot. The action and terrible movement of this 
infernal picture showed the interest which was already taken in the 
eleventh century in the delineation of the everlasting torments re- 
served for sinners ; and the importance given to the size of Lucifer 
proved the desire of impressing spectators with dread of sin. 

The rude painters of S. Angelo in Eormis indeed succeeded 
much better in representing the tortures of hell than the majesty 
or the joys of Paradise. Their idea of the Saviour, as it was ex- 
posed in the apsis, was inexpressibly painful. It is difiScult to 
discover a more unpleasant type of Christ than they here depicted. 

A thin feeble figure with formless hands and feet was surmounted 
by a large grim head of bony aspect, enclosed by flat lank red hair, 
and lined out with dark contours. A wrinkled brow, arched over 
large round gazing eyes — a thin long pointed nose, a little mouth, 
and a short straggling beard, two daubs on the cheeks, were the char- 
acteristic features of the Redeemer. 

The Archangels of the apsis were round-headed, and had large 
almond-shaped eyes and pointed noses. A mere line indicated the 
mouth. Patches of red on the cheeks, broad necks, wings, dresses 
profusely covered with gold in square patterns and precious stones, 
completed their tawdry delineation. One of the Evangelists and the 
angels blowing the trumpets of the Judgment were figures taking 
long and vehement strides in empty space ; and an attempt seemed 
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to be made to imitate fl}dng draperies by meaningless triangular flaps 
of stuff. Here and there a grand intention might be traced in a 
solitary figure, as for instance in the angel beneath the Saviour of the 
Last Judgment, whose attitude was fine, and found imitators in later 
centuries. On the walls above the arches of the central aisles three 
courses of paintings represented, first, the prophets and kings of the 
Old Testament, next, scenes from the Passion, and last, a series now 
obliterated by whitewash. Amongst the scenes of the Passion, one 
was the Crucifixion, in which the Saviour was represented, erect with 
His feet nailed separately to a projection. His face, slightly bent 
towards the Virgin, who stood below on the left, seemed to express 
menace. His frame and limbs were well proportioned, but most 
rudely drawn. The pectoral muscles and lower ribs were marked 
by triple red fines. The Virgin and S. John near the cross were stiff 
and motionless. At the sides, the rending of the garment, the crowd 
of priests, and soldiers on horseback were represented. Above the 
Saviour, the sun and the moon, the latter under the form of a wailing 
female, were depicted, and angels in attitudes expressive of agonising 
grief flew about the cross.^ Outside the church, a double recess above 
the architrave of the chief portal contains a half figure of the Virgin 
with raised arms, wearing a heavy diadem of gold and richly gilt 
close-fitting vestments, in a medallion supported by two flying angels 
of slender forms and fair movement. Beneath, in the inner lunette, 
a half figure of an angel, likewise in close-fitting dress adorned with 
lozenge patterns of gold, and winged, holds a reed in its right and a 
disc on which is written MP 6V. These two figures, less rude and of 
fairer type than the paintings inside the church, seem to have been 
painted by one having supervision over a commoner sort of artists, 
who must have carried out the labour of the interior under his orders. 
His colours were used on the same principle as theirs, but with better 
judgment.^ The general character of these paintings is that of 
stamping or tarsia. They are executed on a single layer of plaster 
or intonaco prepared for flesh parts with a general coat of verde, 
covered with a thick yellow body-colour in the fights, shadowed 
with a brownish red. The draperies are tawdry and sharply con- 
trasted in tone. The painters, Greeks, as is proved by the inscrip- 
tions, by the costumes, and by the exaggerated form and action of the 
figures, knew no other technical processes than their Roman rivals 
at Nepi, but were inferior even to them in knowledge. 8. Angelo 
in Formis is interesting merely because it reveals the state of the 
Byzantine art of the period in its pure deformity, and because it 
presents the earliest example of the complete ornamentation of a 

^ ^ In S. Angelo each side aisle had an apsis, of which that to the right 
still preserves traces of a Virgin between two angels, with six busts of female 
saints below. [Since this book was written other subjects have been un- 
covered from the whitewash.] 

2 Lunettes of porch are adorned with painted scones from the legends 
of S. Anthony the abbot and S. Paul the hermit, now in part obliterated. 
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clmrcli with, subjects in subordination to each other. It affords further 
the first known example of that great subject of the Last Judgment, 
which became so constant a favourite with artists of later centuries, 

S. Angelo in Formis is not the only monument in Capua whose 
erection was due to the zeal of Desiderius, He caused the 
monastery ot S. Benedetto to be rebuilt, and ordered that the 
Saviour and the apostles Peter and Paul should be represented 
in mosaic in the apsis of the church.^ Ornaments of the same 
kind, begun at his desire in the aisles, were finished by his 
successor Oderisius, Abbot of Montecassino.^ To the latter the 
church of S. Giovanni of Capua owed its mosaics, a part of which 
were subsequently transferred to the cathedral. Thus, if the 
mosaics of the time of Desiderius are absent, those of his successor 
may afford a criterion as to their value. The remnants of the 
mosaics of S. Giovanni represent the Virgin holding the infant 
Saviour in her arms, whilst the two S. Johns stand at her sides. 
The words MP 0V indicate the Greek origin of the mosaists, quite 
as much as the figures recall low Byzantine art. The Virgin and 
saints are deformities, with angular draperies, and wooden atti- 
tudes. The Saviour is long, thin, and lean. The mosaic is in fact 
no better than the worst part of the paintings of S. Angelo in 
Formis ; ^ and posterity may therefore look with equanimity on 
the loss of the mosaics of Montecassino and other churches of 
Capua. Still further to the south of Italy the defective Byzantine 
style of Capua may be traced at Otranto and Amalfi ; ^ and 
its continuation till late in the thirteenth century can be followed, 
first, in pictures of the Naples Museum and other galleries, assigned 
to Bizzamano d’ Otranto ; ® and finally in a Virgin giving the breast 
to the infant Saviour in the monastery of Monte Vergine near 
Avellino. This Virgin indeed, with her vast diadem and gilt dress 
and her ugly form and features, is quite of the low Byzantine art 
and inferior to one at Amalfi.® 

1 Lo Moitaoo, ubi sup., cites the origmal record, p. 20. 

2 Oderisius or Odericus was Abbot of Montecassino in 1089, as appears 
from a document of that year in the archives of the chapter of Capua. See 
document in Appendix to Mabco Lo Monaco’s VarU Vicende, uM sup. 

® This mosaic is besides much damaged by moving and repair. 

* Church of the Madonna del Rosario, in which is a painting of the Virgin 

and Child. , n • i 

« A picture in the Naples Museum, quite in this oriental style and ^signed 
to Bizzamano, represents S. George on horseback, assisted by a miniature 
figure helping him to spear the dragon. The Eternal’s hand appears above, 
and the usual female on one side. 

® The gilt nimbus of the Virgin of. Monte Vergine projects at an angle, 
so as to exhibit the head more clearly to the spectator. 
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The Norman princes of South Italy were not long contented 
with the poor productions of such mosaists and painters as those 
of Capua — artists who cannot indeed be supposed to represent the 
best that the East could produce in the eleventh century. After 
they had invaded and conquered Sicily in the twelfth century, 
they found no apparent difficulty in bringing together some 
hundreds of workmen who adorned with mosaics a vast number 
of churches. The patriotism of the Sicilians is not satisfied with 
the assertions of some historians, that the mosaics of Cefalii, 
Palermo, and Monreale were executed by artists from Greece or 
Constantinople. They labour to prove, without much success, 
that, as Greek elements had always existed and necessarily sur- 
vived the Saracen dominion in the island, the Christians who had 
lived, nay, laboured, under the tolerant laws of the Moslems, only 
revived an art which had previously existed in Sicily. Their 
opponents, on the other hand, are equally puzzled to discover or 
to prove whence the artists of the twelfth century in Sicily derived 
their origin. The question is in truth difficult to settle in the 
absence of all records, and may be left as a fit and natural food 
for argument to the holders of the two extreme opinions.^ It is 
proper, however, to remember that art after a long period of 
iconoclasticism was cultivated anew at Constantinople in the ninth 
century, and that Italy stiU possesses in the nieUo gates of the 
cathedral of Amalfi of the year a.d. 1000, and in the gates of the 
cathedral of Salerno of 1099, no contemptible examples of the power 
of drawing which the artists of Constantinople still wielded in 
the eleventh century Nor can it be forgotten that between 
the coasts of South Italy and those of Greece and the straits, an 
active commerce, in which even Pisa took a share, was in existence. 

The oldest mosaics of the Norman period in Sicily are those 
of the cathedral of Cefalu, an edifice of which the first stone was 
laid by Hugo, Archbishop of Messina, in IISL^ In the apsis an 
inscription declares that ICing Roger caused the mosaics to be 
executed in the year 1148. 

The only parts of these that now remain are in the semidome, 
apsis, and sanctuary, in the first of which a colossal bust of the Saviour 

1 See Domenico Lo Faso Pietrasanta’s Ihiomi di Monreale (fol. Palermo, 
1838), p. 18. 

2 Similar gates were sent from Constantinople to Pope Gregory VII. at 
Rome in 1070, which were placed in the church of S. Paolo fuori le Mura. 
These perislied in the fire of last century. 

® PiERi, Ecc. Mess.j p. 389, in Lo Faso, vbi sup., p. 75. 
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was represented in glory and benediction between four angels bolding 
the labarum, and medallions of Melchizedek, Hosea, and Moses (the 
latter now destroyed) on a level with Him in the side walls of the 
sanctuary. In a second course in tbe apsis and sanctuary tbe twelve 
apostles were placed, in a third tbe Virgin in tbe centre with tbe 
prophets Joel, Amos, and Obadiab, and lower down, a double row of 
prophets, elders, and saints J In these mosaics, a far higher class of 
art than the Eoman of the period was to be distinguished. The 
space was well distributed, and the apostles by no means displayed 
that absence of design or of form to which previous centuries had been 
accustomed. The draperies were good, and recalled by a certain 
breadth and elegance older and more classic times ; although in the 
vestments of some angels, their close fit and lozenge or square-shaped 
ornaments of gold still displayed an oriental taste. The features of 
the apostles were of traditional types, those of the tall angels whose 
hair, bound by ribands, howed down their necks, were quiet, plump 
and round, and though Byzantine in the depression of the nose, less 
than usually unpleasant in gaze. 

The Saviour was dressed in a purple tunic shot with gold, and a 
blue mantle draping the left arm and shoulder in angular and in- 
volved folds, the mass of which seemed to impede rather than assist 
the development of the form. The head, though apparently that of 
an ascetic — thin, bony and of sharp features, was surrounded by 
very heavy masses of hair overlapping each other, hanging in a suc- 
cession of curves on the shoulders, and with the now usual double 
forelock on the wrinkled forehead. The brows were regularly and 
naturally arched, and the eyes without gaze. The nose was thin and 
long, the mouth small. A regular beard covered the bps, cheeks, and 
lower part of the chin. The bare neck, muscularly developed, was 
not without evident defects of anatomical form. Fine and even 
majestic as this figure certainly was, it appeared inferior to those of 
the apostles below it ; and it seems characteristic of the artists of 
this time that, in the efiort to create a Christian type whose features 
should not be reminiscent of the antique, they produced nothing that 
indicated a creative spirit. They imagined the Saviour lean from 
abstinence, but by no means of ideal form. They might thus satisfy 
the simple tastes of little cultivated minds, but the struggle for a new 
type was still left undecided. The Christian artists had started with 
imitations of the antique, which time altered,^ and at last disposed 
of. To reach ideal form again, not the inventive genius of an artist 
was required, but a return to the study of the purest classical models. 
This it was that led to the revival of art in the thirteenth century. 

That the mosaics of Cefalh were the labour of more than one 

1 Originally SS. Peter, Vincent, Lawrence, Stephen, Gregory, Augnstin, 
Sylvester, Dionysius, Abraham, David, Solomon, Jonas, Micah, iN^aorm, 
SS. Theodore, George, Demetrius, Nestor, Nicolas, Basil, Chrysostom, Gregory 
and Theodosius. Some of these have perished. 
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hand is evident from the superiority of those parts -which are 
nearest the spectator, over others that are more distant. In all 
of them, however, the drawing was precise and careful, and dis- 
played no longer the coarseness or darkness of line which so dis- 
agreeably marked earlier works. The forms of the figures, as is 
proved by the red outlines on the binding substance, were perfectly 
made out previous to the laying of the cubes ; and the damaged 
state of some parts is thus of advantage to the student, as it 
reveals the process of the work. True harmony of tones and a 
correct appreciation of the laws of distance, a fair knowledge of 
relief and a proper subordination of fine ornaments to the pictures, 
must also be conceded to the artists of Cefalu. In the flesh hghts 
nature was closely imitated. In the shadows verde prevailed. As 
a final characteristic, it might be noticed that the mosaists had 
become technically perfect in the close jointing of the cubes.^ 

Contemporary with the Cefalu mosaics but inferior to them, 
either because originally entrusted to inferior hands, or because 
restoring has impaired their beauty, are those of the Palatine 
Chapel at Palermo, built in 1132 ^ by Roger King of Sicily, and 
consecrated in 1140.^ 

The mosaics finished after the consecration, partly in 1143,^ and 
partly later, filled the sanctuary, the cupola of the transept, and the 
walls of the nave and aisles. Scenes from the life of S. Peter and 
S. Paul in the side aisles, figures of saints or prophets above the arches 
of the nave and in the left transept,® rivalled the most perfect ones 
of Cefalu. The Saviour in benediction between SS. Peter and Paul, 
above the marble throne at the bottom of the nave, was less perfect 

^ The backgrounds of these apsis mosaics are grey. Many of the out- 
lines are reinforced with colour, and evidently by the original mosaists. 

2 PiRKi, Tab, Reg. cap. Palat. in Lo Faso, uhi sup., p. 74. 

® The completion of the building in this year is proved by the following 
mutilated record cited from the archives of Palermo by Abate Buscemi in 
Oiornale Ecc., p. la Sicilia, vol. i. 

IIII K. Ma. . . . odem die dedi- 
, . . tio ecc S. Petri 
. . . pellse Regiae 
. . . panormitanse 
. . , acta fuit tempore 
. . . oriosi et magni 
. . . regis Rogerii 
. . . nno dominice 
. , . ncamationis M^C°X°L. 

The church was consecrated on the day of its completion. — Ibid. 

^ 'An inscription in the cupola proves that some of the mosaics were 
finished in that year. Sec Lo Faso, ttbi sup., p. 27. 

* SS. Gregory, Sergius, Basil, Jolm the Isaurian, and another. 
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in type and form, and betrayed a later and feebler art. Tbe same 
might be said of the Saviour and angels in tbe cupola.^ 

Rich ornaments of animals and foliage on gold ground of the 
same period adorned one of the rooms of the palace of Palermo. 
Nor was the splendour of the first King of Sicily and his taste for 
ornamenting churches confined to him alone. The great admiral 
Georgio Antiocheno ordered the church of S. Maria dell’ Ammiraglio, 
now la Martorana, to be erected at Palermo. The edifice was 
consecrated in 1113, finished and endowed by King Roger in 1143, ^ 
and adorned with mosaics, which have been severely injured by 
time and restorers. 

An elegant and majestic half figure of S. Anna holding a palm, 
of regular proportion and features, is well preserved in the lateral apsis 
of the right transept. A composition of the Death of the Virgin may 
be seen above one of the arches of the cupola in which the body hes 
on the tomb surrounded by the Maries, angels, and apostles, one of 
whom bends over the breast of the recumbent figure to listen for the 
beating of the heart. This and figures of saints and angels in various 
parts of the edifice are fully equal to the finest of the mosaics of 
Cefalii. The Birth of the Virgin above one of the arches of the cupola, 
is on the contrary inferior in every sense. The cupola itself is too 
dark to allow the spectator to see the mosaics with which it is covered.^ 

The cathedral of Monreale, built in the twelfth century, entirely 
on the model of the Greek ones of Constantinople and Ravenna 
of the sixth, was the most imposing in Sicily for the extent of 
its mosaic ornaments, yet below the cathedral of Cefalu and the 
churches of Palermo in the artistic value of these works. A bull 
of Alexander III. proves that it was not yet finished in 1174, 
whilst a bull of Lucius III. testifies to its completion in 1182. 

The mosaics were intended to illustrate first those portions of the 
Old Testament which prefigurate the coming of the Messiah ; secondly 
the life of the Saviour to the descent of the Holy Spirit; and finally 
the glory of the Redeemer and the triumph of the Church. The bust 
of the Saviour of colossal stature, and of a type and form inferior to 
that of Cefalii, with features of a heavy character far from regular 

1 These mosaics have been damaged by many successive repairs. The 
mosaics of the tribune and apsis .are modem. 

2 MorsO: Palermo Antica, gives the original diplomas, which are copied 
in Lo Faso, vb. sup., p. 86. 

® The merits of the artists of this church may be understood from sohtary 
figures or parts, the mosaics generally having been restored and renewed at 
various times. 
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or animated — was represented in the semidome of the apsis and 
beneath, He was depicted again at full length enthroned by the side 
of the Virgin between the archangels and the twelve apostles. The 
spaces over the arch, dividing the sanctuary from the minor tribune, 
were adorned with figures of twelve prophets. An arch, leading from 
the minor tribune into the transept, was reserved for a half figure of 
Emmanuel with eight medallions of prophets on each side. On the 
opposite face of the arch was the Annunciation. The transepts were 
filled with double courses of mosaics representing scenes from the 
New Testament, the archivaults of the solia or quadrangle in the centre 
of the church with medallions of the progenitors of the Saviour accord- 
ing to the genealogy of S. Matthew. An arch which divided the solia 
from the nave was adorned with S. Sofia, or the Wisdom of God, 
adored by the archangels Michael and Gabriel. Two courses of 
mosaics in the nave illustrated the scenes of the Old Testament. The 
walls of the side aisles were filled with scenes from the New Testa- 
ment subordinate to those in the transept, and the apsis of each aisle 
contained scenes of the hfe of S. Peter ancl S. Paul. 

Amongst the transept mosaics, those which represented the 
story of the Passion were not essentially different from the 
traditional ones which had now been frequently depicted, and 
which were afterwards to cover the walls of the nave in the 'Upper 
Church of S. Francesco at Assisi, The compositions were animated ; 
and it was remarkable in some of them, as for instance in that 
of the Resurrection, to find in the forms of the sleeping sentinels 
bold and even foreshortened movements. In the Crucifixion, how- 
ever, the form of the Saviour was conceived differently by the 
mosaists of Monreale and by older artists ; and here the hanging 
belly and distorted frame, the bent and doleful head accused the 
progress of materialism in art. Yet the habit of nailing the feet 
separately to the cross had not been abandoned, and as a study 
of muscular anatomy the figure was not imperfect, as it after- 
wards became. In the corner of the left transept, above a marble 
throne, the Saviour was depicted imposing the crown on the head 
of William II. This and a solitary figure of S. John, removed 
from the old baptistery near the right transept to a niche in the 
right aisle, were amongst the most careful and best mosaics in 
the edifice. In general, however, the forms and features of the 
apostles and saints were no longer equal to those of Cefalu, and a 
certain stiffness or contortion of attitudes might be noticed ; the 
eyes had become more open and gazing, the draperies more straight 

^ The originality of the head of the Saviour in the apsis of Monreale 
may be doubted. 
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and angular. Nor were the harmonies of colour preserved in their 
purity ; and greyish-red shadows with lines of a broader and 
more cutting character marked the decline of art in Sicily. Ere 
long, and hardly a century later, the mosaists produced examples 
at Messina which were not superior to those of the eleventh century 
at Capua.^ 

On the Italian continent, as for instance at Salerno, the influ- 
ence of the Sicilian mosaists was felt. But the mosaics of the 
cathedral ^ are so damaged that they defy all criticism. A solitary 
half figure of S. Matthew, in a door lunette, is, however, not without 
character, and makes a near approach to the better productions 
of Sicily. Two pulpits in the same cathedral, where architecture 
and mosaic ornament are judiciously combined, prove that the art 
at the extreme of South Italy was not more defective than in 
other parts of the peninsula. These pulpits were ordered at the 
close of the thirteenth century by John of Procida ; and one of 
them is adorned at the angles with figures of the Evangelists, one 
of which, S. Matthew holding the serpent as the emblem of 
wisdom, is by no means a contemptible example of the art of 
the time. 

At the opposite extremity of the Peninsula, but still connected 
with the East by its trade and commercial navy, Venice shared 
with Sicily the labours of Greek mosaists. It would be vain, if 
not foreign to the object of this work, minutely to seek from the 
midst of mosaics such as those of S. Mark, parts that may have 
been produced by artists of the eleventh and twelfth centuries. 
There is no doubt that the cupolas of the vestibule are adorned 
with compositions from the Old Testament which have a character 
akin to those of Sicily ; but these, like most of the mosaics of 
this cathedral, have been subjected to centuries of restoration ; 
and it is safe only to assume that at Venice, as in Sicily, mosaists 

^ These examples adorned the three apsides of the cathedral of Messina. 
In the central one, less defective than the two others, yet much damaged, 
Eleanor, wife of Frederic of Aragon, and Elizabeth, Queen of Peter of Aragon, 
were represented kneeling at each side of a throne on which the Saviour 
and the Virgin sat together, guarded by angels and female saints. The apsis 
to the right was devoted to King Louis of Anjou and John, Duke of Athens, 
placed on each side of S. John the Baptist and supported by saints. The 
apsis to the left was honoured with the kneeling figures of King Frederic 
and King Peter, with Guido, Bishop of Messina, saints and angels, all beneath 
a very defective figure of the Saviour in glory. The first of these apsis 
mosaics was remarkable for long draperies of intricate fold, for ill-drawn 
figures, yet less defective than those in the semidomes at the sides, where 
disproportion of form and rudeness of design were combined. 

^ This cathedral was foimded by Kobert Guiscard in 1084. 
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of Byzantine education were employed, perhaps as early as the 
eleventh century.^ 

The Greek art of this period, such as it appears in miniatures, 
exhibits the characteristics which are found in the Sicilian mosaics ; 
and those who may desire to learn something of them may read 
the following excerpt : 

Amongst the sixty illuminated drawings of a Greek “ Menologio ” 
preserved at the Vatican library the art of Cefalu seems reproduced.^ 
The Saviour in glory surrounded by the apostles exhibits the type 
and slender form — ^noble head and dignified movement — the apostles 
— the long lean shape, but stern and characteristic heads of the Siculo- 
Norman period. In succeeding miniatures, symmetrical and well- 
distributed compositions may be found, and that of the Birth of the 
Virgin is marked by the well-known classical attitude of S. Anna on 
the bed, whilst females are busy preparing the bath for the infant. 
An Adoration of the Shepherds is hkewise remarkable for the typical 
form and arrangement repeated by the painters of the Upper Church 
of Assisi, by Cavallini in S. Maria in Trastevere of Eome, and the 
school of Siena, so remarkable for the tenacity with which it main- 
tained the habits of earlier times. In some overweight of head, square 
sculptural character of drapery, and defective extremities, the Greek 
miniaturists here shared the peculiarities of their countrymen the 
mosaists ; and even the occasional violence of action remarkable at 
times in the latter can be noticed in the martyrdom of a saint torn 
by a lion. In the Crucifixion of S. Peter and another saint,^ the nude 
is rendered with a certain vigour if not without conventionalism. In 
the Baptism of Christ, S. John places his hand on the head of the 
Saviour, whilst three angels attend on the opposite side. Precise 
outlines and accurately defined forms — a lively, clear, and tolerably 
fused Colour of some impasto, the technical mode of painting flesh 
tints over a general tone of verde, mark the whole of the miniatures.^^ 

In continuation of these, the miniatures of the Climacchus of the 
eleventh or twelfth century, also in the Vatican library,® exhibit the 
same technical execution, careful and minute drawing together with 
slenderness of shape. But a weaker art may be noticed in the loose 
atti^de, the affrighted glance, and the confused drapery. The first 
miniature of the series, representing the elect advancing under the 
guard of angels up the steps of Paradise, on the top of which the 
Saviour sits in glory, gives a fair idea of the manner of the artist. 

^ [For all concerning the S. Marco mosaics, see Saccaedo, Les MoaaXquea 
de St, Marc d Femce (Venice, 1907) ; and Tikkanen, I Muaaici deW Atrio 
di S, Marco a Venezia e la Bibhia Cottoniana in Arch. St. delV Arte 
1888), vol. i.] vxvoine, 

2 No. 1613. 

® The miniature may be of older date than the mosaics of Cefalh 

* Pp, 296 and 427. 

5 On gold ground ; the cheeks and lips tinged with red. 8 
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In the meanwhile art at Rome, unmoved by the Byzantine 
influence on each side of it, maintained its old individuality ; and 
whilst in painting it produced works of which few examples remain 
to our time, it resumed the practice of mosaics which had been 
interrupted during the very darkest age. Amongst the wall 
paintings whose value can hardly be discerned because of age 
and repairs, the following may be still observed: first, a Cruci- 
fixion of the twelfth century in the Cappella del Martirologio 
annexed to the church of S. Paolo fuori le Mura ; ^ besides 
numerous figures on the walls and ceding ; ^ — secondly, the Com- 
munion and Coronation of Peter de Courtenay, and biblical episodes 
in the porch of S. Lorenzo fuori le Mura at Rome ; — thirdly, scenes 
of the life of S. Lawence in the body of the same church.^ All 
these paintings are interesting notwithstanding the state to which 
they have been reduced, because they are of the same school and 
manner, because in composition, distribution, and a certain anima- 
tion of movements they now and then recall the antique, and 
because they are free from the exaggerated action which had 
already begun to mark the decline of a diSerent art, the purer 
Greek or Byzantine. In order, at the same time, that it may be 
unnecessary to revert to the subject of Roman miniatures, we may 
. bestow a passing glance on certain MSS., in which subjects taken 
from the Gospel are disposed by the miniaturists in forms which 
become afterwards typical, and which in some schools were main- 
tained with more or less fidelity till the rise of the fourteenth 
century. 

In continuation of Minic ' .es : a MS. volume at the Minerva 
opening with the ‘‘ Benedic'is„^^ontis,” a series of scenes from the 
Passion may be noticed. They are rudely drawn with very marked 
outlines, and some of the figures are very short and ugly, and pre- 
sented mth little more art than those upon playing cards. Techni- 
cally, they are coloured with body upon a preparation of verde, with 
red patches on the cheeks. In one of them the Saviour, a long thin 

^ The Saviour is represented, as before, open-eyed and erect, the arms 
a little bent, and the feet separately nailed to the wood. His proportions 
are good. Above the cross, the sun and moon and two busts of angels. 
Right and left of the cross are the Virgin and S. John, and at their sides 
a mounted soldier with helm and lance. The long and slender figures 
resemble those at S. Urbano, 

^ Apostles Peter and Paul, SS. Stephen, Lawrence, and other saints, and 
in the ceilings the symbols of the Evangelists. All these paintings may be 
assigned to the end of the twelfth century. 

® These paintings were commissioned by Honorius III., and are probably 
of the year 1217. The figures are small, long and thin, the draperies good 
in intention. The flesh tints are prepared in verde. 

I. E 
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wooden figure, seems to have forced and to tread upon the gates of 
hell. He holds out a helping hand to a hoary sufierer (probably 
Adam), who thus emerges from limbo. Behind Him is a crowd of 
persons. In a second, the Saviour, crucified and with the feet nailed 
separately to the cross, still stands erect and with open eyes. On 
each side of the cross are the Virgin and S. John the Evangelist ; and 
above it the sun and the moon. Again the Creation is s5nnboHsed 
by a female figure giving the breast to two monstrous animals ; hght 
on one side being conveyed trivially by the emblem of the candle- 
stick, and darkness by a mourning female. In the upper part of the 
miniature the Saviour sits in glory and the hand of the Eternal 
appears out of a cloud.^ Scenes from the Passion, equally reahstic 
in character and equally rude in execution, may be seen in a Bible 
at S. Paolo fuori le Mura. Similar defects of drawing, but a difierent 
technical execution, appear in a poem at the Vatican written by one 
Dionisio in praise of the Princess Matilda of Tuscany.^ The most 
interesting miniatures for typical composition are, however, an Exultet 
of the close of the twelfth century at the Barberini palace at Rome. 
On the first page a priest (levita) in a pulpit, reads the hymn for the 
benediction of the paschal taper, which is placed on a candelabra behind 
a group of clergy, some of whom wave censers. In the rear stands 
the congregation. On the third page the “Noli me tangere ” is de- 
picted. The Saviour turns in abrupt and violent movement towards 
the Magdalen kneehng with outstretched hands. Further on, the 
Earth is emblematically represented as a naked female giving the 
breast to an ox and a serpent on a fiowery meadow in which the trees 
of good and evil are growing. Elsewhere Adam with his left hand on 
his breast takes from a serpent, whose body is twined round Eve’s 
legs, the forbidden fruit and eats at the same time an apple which Eve 
presents to Mm. 

In a “ Christ at the Limbo ” wMch follows, the Saviour holds the 
cross in His right hand and treads on the form of Lucifer, the com- 
position otherwise being a repetition of that already described. In 
an ornament above the scene, a half figure of the Eternal (here for the 
first time depicted) points to the Saviour in the limbo with a vehement 
action, and seems to say “ Ecce Agnus Dei.” 

A pope with a triangular tiara — a bishop and a monk at his sides 
— a figure gathering honey in an orchard, where bees of gigantic pro- 
portions may be seen in flight, complete the whole of what is note- 
worthy in these miniatures. If these productions are less defective 

^ This miniature is very much damaged. The MS. is probably of the close 
of the twelfth century. 

2 MSS. No. 4922, Vatican library. The miniatiires are outlined with a 
pen and the flesh tone lightly tinted in transparent yellow. The cheeks 
of the figures are touched with red. The colours, are sharply contrasted and 
shadowless as in playing cards. Here and there are touches of body-colour 
duo to restorers. This MS. is likewise of the close of the twelfth century. 
IMillin, in Rumohr, mentions a copy of this work [Forschungen, vol. i., p. 242). 
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than others of the same period, i and if a certain regularity may be 
noticed in the forms, still art may be said to remain very low. The 
heads and eyes are round, the cheeks rouged, the outhnes red- and- 
black fillets. The flesh tints are yellow, the draperies coloured in 
sharply contrasted tones, lined out without shadow. The nude is 
most^ defective and ugly, the colour without body and thinly laid on 
a white ground 

When mosaics w^ere resumed at Rome in the early part of 
the fourteenth century, they w^ere more remarkable for luxury of 
ornamentation than for any great improvement in arrangement 
or form. 

The apsis of the church of S. Francesca Romana, one of the 
earhest that can be assigned to the twelfth century, was still devoted 
to one of those formal scenes which have been so frequently described. 
The Virgin and Child stood in the midst of saints under arches, and a 
lavish display of triangular crowns, gilt draperies and backgrounds, 
a wonderful profusion of gay colours in dresses and a large fan-like 
ornament, seemed intended to conceal the excessive immobility and 
defective forms of the figures.^ 

Gay colour, ornament, and perhaps better proportions, marked 
a later mosaic of the twelfth century representing the Virgin and 
Child between the seven wise and the seven foolish Virgins,^ on 
the front of the church of S. Maria in Trastevere. The Virgin 
and Saviour, enthroned together in the apsis of the church, were 
remarkable for similar qualities and defects. 

The Saviour, of larger size than the Virgin, the Virgin herself with a 
splendid crown and gilt draperies, the richly coloured fan ornament, 
the twining branches and foliage in which birds seem to twitter, the 
figures of saints on the tribune, short, thickset, and lame in attitude, 
all exhibited Roman art at this time as almost reduced to mere 
decoration.® 

^ For instance, the poem in praise of the Princess Matilda, 

2 Rttmohr {Forschungen, vol. L, p. 245) judges from the form of the 
writing that the MS. is of the eleventh or twelfth century. 

^ The Virgin and Child are supported on each side by SS. Janies and 
Jolm on the left, SS. Peter and Andrew on the right. The whole mosaic 
has been excessively restored, but was originally of the rudest execution. 
The best preserved figure, which is that of S. Andrew, is of better form, how- 
ever, than the figures in S. Marco. The Virgin wears a triangular crown 
similar to those of the miniatures in the Barberini Exultet. Her close dress 
is full of Riding and imitations of jewellery. The us© of red and bla^k in 
the flesh tiuts is less frequent than in S. Marco, but they are of a flat and 
unrelieved yellowish tone. The figure of the Saviour is long, lean, and ugly. 

* [There are only ten virgins in all, and, as it seems, they are unequahy 
divided between wisdom and folly.] 

® On each side of the throne SS. Callixtus, Lawrence, and Innocent II. 
(1139), S. Peter, the Popes Cornelius and Julius, and the presbyter Calipodius. 
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The decorative principle was applied with still more exclusive- 
ness to the apsis of S. Clemente. 

In the midst of rich vine tendrils, the Saviour was represented 
crucified, with twelve doves about the head, the Virgin and 8. John 
Evangehst at the base of the cross. Four Fathers of the Church, 
shepherds, goats, birds were scattered about the ornament, below 
which the four streams of Paradise, the Lamb, and the two cities 
were placed. On the arch of the tribune Isaiah, S. Lawrence with 
the gridiron, S. Paul under the form of a pilot, S. Peter, and a sym- 
bolical figure with an anchor ; in the upper centre, the Saviour and 
the s 3 nnbols of the four Evangelists, completed the mosaic. The 
attitude of the Saviour on the cross, the closed eyes, betrayed the 
progress of a new rehgious idea in reference to the pictorial delineation 
of the Eedeemer. The figures were less defective than at 8. Maria 
in Trastevere, but the draperies were still stiff and angular, and it was 
evident that, if art was progressing, it was advancing less in the 
essentials than in the accessories of detail, ornament, and rich dis- 
tribution of colour. 

With the close of the twelfth century a wide field is opened 
to the student of art in Italy. Examples accumulate ; and, were 
it absolutely necessary to foUow chronological order, the reader 
would be carried, by the natural succession of time, from North to 
South and from East to West, to contemplate works having no 
other connection than that of date. Leaving aside certain rude 
frescoes of the twelfth century at Spoleto, in the church of S. Paolo 
fuori di Porta Romana, whose merits, or rather defects, may well 
be left to the humble compass of a note ; ^ setting aside a certain 
number of early Crucifixes executed in various parts of Italy, it 
may be of greater advantage for the present to continue the 

Below the throne, Bethlehem, Jerusalem, the twelve sheep, and four rivers 
on a blue ground. — On the arch of the tribune, Isaiah and Jeremiah, above 
them chil<£en, vases and flowers. On each side a tree and the symbols of 
the Evangelists. Above the centre the cross and seven candlesticks. 

^ These frescoes, executed on one intonaco like those of Nepi and S. 
Angelo in Formis, are to be foxmd in that part of the old church of S. Paolo 
which is above the false roof. There, one may see remnants of paintings 
representing scenes of the Old Testament, the creation of Eve and the ex- 
pulsion from Paradise — a head of the Saviour and figures of prophets. — The 
rude drawing and broad outhnes of these frescoes indicate a feeble artist, 
but the shapes of the heads and the repose in the glance of the eyes, certain 
forms that recall those in the Barberini Exultet, proclaim an Itahan painter 
of the twelfth century. Of the same period is a mosaic above the portico 
of the cathedral of Spoleto representing the Saviour enthroned in beno^c- 
tion with a book in His left hand, the Virgin and S. John at His sides, 
almost entirely renewed. The work is interesting only for the following 
inscription “ heo est piotttka qxjam fecit sat plagiuea : dootoe solserntjs 

HAO SUMMITS IN ARTE, MODERNTJS, ANNIS INVENTIS CUM SEPTEM MILLE 
DUGENTIS. OPEBARI PALMERI D. SASO. . . 
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narrative of art in Rome, and to trace the slight influence which 
the later Byzantine art, as it appears in Sicily, exercised in the 
capital of Italy. 

The semidome mosaic of S. Paolo fuori le Mura is but a repetition 
of the old subject of the Saviour between a double row of saints, and 
adored by a small kneeling figure of Pope Honorius III. In the lower 
course of the apsis, two angels and twelve apostles stand stifl and 
motionless in a row, separated from each other by palms, on each side 
of an altar, bearing a cross. The figures are remarkable for careful 
execution, a fair definition of light and shadow, a fine and accurate 
outline, and perfectly jointed cubes of mosaic. The head of the 
Saviour, of colossal dimensions, is modern, and the body a lay figure ; 
but amongst the apostles, S. John is of fair character, and the rest 
hardly inferior to similar ones at Monreale. The forms in general, 
however, are disagreeable, the eyes of the angels and others are round 
and gazing, the noses depressed as at S. Angelo in Formis, the shadows 
of flesh tints are green, the lights streaked with white, the hair mapped 
out in masses defined by lines.^ This purely Byzantine method, 
which may be seen in three heads, saved from the mosaics of the front 
after the fire of 1823,2 ^ould prove that the whole of this church was 
adorned with mosaics by Greeks.^ 

Paintings of similar character, but very defective in form and 
dull in colour, may be seen in the chapel of S. Sylvestro near the 
church of SS. Quattro Coronati. 

They represent the Saviour holding the cross, enthroned with 
the Virgin and S. John the Baptist at His sides, and the twelve 
apostles, sitting upon each other on each hand, a most unpleasant 
and common product of the Byzantine art of the twelfth century.^ 

^ These mosaics are greatly restored, but in general the careful Byzantine 
execution may still be traced. 

2 Near the sacristy of S. Paolo and executed with all the care and 
mastery of those of Cefalh. The cubes are closely packed, the flesh part 
well defined, and expressing the forms, the features, and wrinkles marked 
by fine hair outlines, the ears large and defective, the lights clear yellow and 
shadows grey, the lips bright. 

® A much restored mosaic of the same class, but very tmpleasant, and re- 
presenting formless figures of small size, is a Christ between the Virgin and 
other female saints, S. Lawrence, and Honorius HI., in the porch of S. 
Lorenzo fuori le Mura at Rome. 

* According to Agincourt these paintings bore the date 1248, which is 
now obliterated. Art could scarcely fall lower than it is here exhibited. 
The Sa\dour’s head is of a circular shape without drawing, the frame ill 
designed, and feet enormous. Muscular developments are indicated by false 
lines. The figures are stiff, striding, or flat, the colour dull and without 
transparence. Passiqli in Dizionario, vol. iv., p. 527, mentions Pietro 
Lino “ pietor ” and his assistant Guido Guiduccio as having painted in 
SS. Quattro Coronati in the twelfth century (1110-1120). 
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The list of works of this period in Rome may be swelled by a 
notice of the paintings on the tomb of Cardinal Guglielmo Fieschi, 
in the church of S. Lorenzo fuori le Mura,^ the motionless figures 
in both of which are long, thin, and without drawing. Yet the 
form of the Saviour’s head in the first is more regular and less 
defective than those in contemporary productions at Rome or in 
the neighbouring Benedictine foundation of Subiaco — the Sacro 
Speco. 

It would be needless to seek in this old and remarkable abbey 
for paintings of the time of S. Benedict, 

In the so-called Seconda Grotta di S. Benedetto, however, one of the 
natural caves which tradition assigns as a residence to the holy man, 
a Virgin and Child of warm tones, marked outhnes, and large staring 
eyes, is painted on the bare rock, and reveals the technical execution 
of the artists of Rome at the close of the eighth and rise of the ninth 
centuries. A figure of the Saviour guarded by two angels, and a 
painting said to represent S. Benedict, much damaged and in great 
part repainted, outside the cave, betray the rude manner of the 
twelfth century. Equally poor and of the same period are the paint- 
ings on the entrance wall of the Sala di S. Benedetto in the lower part 
of the Sacro Speco itself, to the left of which a vaulted niche contains 
a Virgin, Child, and Angels, inscribed Magister Conxolus pixit hoc 
op,” 2 wliilst to the right. Innocent III. gives a papal bull to John IV., 
Abbot of the Sacro Speco. The green shadows, yellow flesh fights, 
and bright red patches on the cheeks and lips are of the Roman 
character of the thirteenth century.^ The triple vaulted ceiling of 
the Sala is of the same century, and possibly of an earlier time than 
that of Conxolus. A lamb in the centre of the first carries a cross 
and is surrounded by the symbols of the Evangelists with human 
bodies, and the heads of an angel, an ox, an eagle, and a fion.'* The 

^ Car<.Uiial Fieschi (William) was appointed by Innocent IV. and died 
at Rome in 1256. He was buried in S. Lorenzo fuori le Mui‘a [Dizionario 
di Erudizione Storico Eccles., vol. xxiv.). On each side of the Saviour in the 
act of benediction S. Lawrence recommends a small kneeling figure of Pope 
Innocent IV. behind whom stand SS. Hippolytus and Stephen introducing 
the kneeling figure of Cardinal Fieschi, the pope’s nephew, behind whom 
stands S. Gustavus. To the right, on a neighbouring wall, is a Virgin and 
Child in which the defects common to the thirteenth century are exliibited. 

2 A picture on panel representing S. Benedict in his cave receiving food 
from S. Romanus, with compartments in which scenes of S. Benedict’s Hfe 
are depicted, is in the abbey of Subiaco and assigned to Conxolus ; but it 
is now totally repainted. 

® History records the date of this buU, which is of June 24, 1213, but does 
not vouch for the date of Conxolus' existence. John VI. died in 1217. The 
painting is in part rubbed away and the figure of Innocent repainted. 

* Here also the colour is sombre, the outlines marked. In the angel, 
the flesh tones are yellowish, the shadows green. The form of the latter 
figure is slender, but it has been altered by retouching. 
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second represents S. Benedict witli saints in the circumjacent space, 
one of whom only, S. Lawrence, is not modernised.^ The third is 
devoted to the Saviour (centre) with SS. Peter, Paul, John, Andrew, 
and four angels bearing sceptres. The chapel of S. Gregorio, in 
another part of the Sacro Speco, is enlivened by a representation 
which, according to an inscription on the wall, is the consecration by 
Gregory IX. {1227--1241) of two holy personages who stand by, 
whilst an angel hovering over them seems to address a figure which, 
from the name on the wall, is the monk Odo. All these paintings, 
with the exception of the Virgin and Child in the cave of S. Benedict, 
may be assigned to the close of the twelfth and rise of the thirteenth 
centuries, a time in which Eoman and Byzantine character were 
confounded in a common degeneracy. They must not be mistaken 
for paintings of a later date, such as those in the Cappella della Yergine, 
a S. Gregory dated 1479 by a feeble Italian painter, or for works 
attributable to Stammatico Greco pictor. p.’’ whose name is written 
high up on a pilaster opposite the Scala Santa. Of these paintings, 
scenes of the Passion and of the life of S. Benedict and his disciples, 
which may be seen in two vast compositions on the walls and ceilings 
after entering the church, the Baptism and allegories on the Scala 
Santa itself possibly betray, by peculiar forms of composition and 
a third-rate talent, the work of a Greek of the fourteenth century. 
Nor would it have been necessary to mention these further, were it 
not desirable to reduce to their just and humble value productions 
which have recently been placed on a level with those of Gmabue 
and Giotto.2 

The Sacro Speco was visited in 1216 by S. Francis, whose self- 
imposed mendicancy and miracles were at a later period to be 
illustrated by the greatest painters of Italy. There an attempt 
was made, apparently by some of the artists employed in the 
abbey, to paint his portrait on the wall of the chapel in which 

^ SS. Sylvester, Peter the Deacon, Gregory, Romanus, Maums, Onoratus,** 
Placidus are repainted. 

^ See a volume published at Rome in 1855, entitled Imagerie du Sacro 
Speco, giving illustrations of the paintings in that edifice with a text. It is 
pleasing to see old works illustrated and commented. It is folly, however, 
to try and pass third- for first-rate painters. The writer afifirms of Conxolus 
that he departed from the Byzantine manner before Cimabue, and deserves 
the more credit. HeTorgets that Byzantine art was not extended generally 
to all Italy, and that Conxolus, in common with many painters, followed old 
methods, whereas Cimabue commenced the reform of Italian art by setting 
these aside, in a certain measure, or improving them. Stammatico, he 
compares with Giotto, yet it is evident that this painter laboured after the 
death of the great P^lorentine, and has no excuse for being a tliird-rate 
painter except the poverty of genius. Again certain paintings in a parlour 
of the Sacro Speco, which are in the manner of such second-rate artists of 
the Umbrian school, as Tiberio d’ Assisi or Melanzio, are described as the 
forerunners of Raphael who led the first footsteps of the art of the Revival. 
Such nonsense deserves and ought to receive the reproof of criticism. 



72 HISTORY OF PAINTING IN ITALY 

tlie couvsecration of Gregory the Great was afterwards represented. 
Certain it is that on a wall to the right of the entrance to the chapel, 
stands a life-size figure of a youthful friar in a high conical cowl, 
the frock and cord of a mendicant, inscribed with the words 
‘‘Pr. Fbaciscu.” Partially restored and retouched, the head may 
still attract attention by its character. Though lean from abstin- 
ence, the features are regular, the brow open, the eyes large, and 
the nose straight. The tonsure is visible across the forehead and 
along the temples to the ears, which are not remarkable for small- 
ness. A straggling beard, and a downy upper lip complete a far 
more pleasing portrait of brother Francis than those which in 
hundreds, at a later time, were placed in every monastery and 
convent of the Order. A miniature kneeling figure of a donor at 
the monk’s feet seems to have been added at a later time. It is 
remarkable that Francis is depicted without the Stigmata, and if 
it be, as is pretended, a genuine portrait, it must have been executed, 
if not in 1216, at least before 1228, when the friar was canonised, 
and perhaps by one who had seen and conversed with him. If 
considered as a work of art, it differs in no wise from other early 
pictures in the Sacro Speco.^ The pious world, however, seems to 
have cared little for the reality of the portraits of the founder of 
the Franciscan Order ; and in the earliest pictures of him at Assisi 
and elsewhere, it seemed rather the painter’s aim to symbohse 
asceticism than to reproduce the true features of the saint. It 
was not till the end of the century that S. Francis became a type, 
and then it had lost all claim to the name of likeness. In the 
chapel contiguous to the sacristy of the Convent degli Angeli at 
Assisi, the standing figure of the saint is painted about half the 
size of life on the wood of his own pallet, and the fact is vouched 
for by the following inscription “ Hie michi lectus fuit et morienti.” ^ 
These words are written on a book in S. Francis’ hand, whilst on 
the lower border of a carpet which forms the background of the 
panel, another inscription refers to the impress of the Stigmata. 
A gold arabesque nimbus surrounds the bare head, a cross in the 
right hand and an angel on each side with the reed and host 

1 This portrait of Francis, without nimbus, and executed before he re- 
ceived the Stigmata, has been recently restored ; and parts, where the colour 
had entirely fallen ofi, renewed. The background is all repainted. 

* [The inscription runs “hio miohi viventi lectus euit et morienti.” 
The picture is possibly by Giunta Pisano. (7/. Venturi, op. cit., vol. v., 
p. 98. See also on this subject Prof. Luigi Carattoli, Di una Tavola della 
Primitiva Gasaa Mortuaria di S. Francesco in Miscellanea Francescana (Foligno, 
1901), vol. i., pp. 45-68, and note 1, p. 73, infra.] 
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complete the picture. S. Francis is here a round-headed man with 
a contracted brow, small eyes, a long thin nose, and a mouth 
indicated by three straight lines. In another portrait in the sacristy 
of S. Francesco of Assisi the head is again of a diSerent character, 
bony and lean, and the forehead beyond measure high. The large 
gazing eyes have a frightened look, and the nose a depression 
familiar in late Byzantine works. Many more examples might be 
enumerated here, but as these may be noticed at a future time, 
when treating of the early schools of Central Italy, they may be 
omitted for the present, sufficient proof having been given that 
S. Francis in the pictures of the Middle Ages is a symbol and not a 
portrait.^ 

Whilst the painters at Subiaco thus followed the example of 
Rome, those who laboured in the more northern parts of Italy 
exhibited in the thirteenth century peculiarities of another kind. 
Numerous monuments on a large scale might be mentioned to 
prove that painting existed everywhere at a low ebb ; but that in 
the centre of the Peninsula, as elsewhere, it was subordinate to 
monumental and sculptural decoration. At Parma, in the first 
half of the century, painters of no great power adorned the double 
octagon of the Baptistery with courses of subjects enclosed within 
spaces framed in feigned sculptural ornament and inscribed with 
words simulating carving in stone.^ These painters showed, in 
the arrangement of the parts and in their subordination to a general 
presiding idea, an unison of harmony which was not without 
grandeur, although, taken separately, the figures or groups might 
not be entitled to admiration. They represented : 

In the upper course of the dome the twelve apostles enthroned 
in ribs of ornament radiating towards the centre of the cupola, with 
the symbols of the Evangelists in the intermediate spaces; in the 
second course the Saviour enthroned in the act of benediction, with 
the Virgin and S. John the Baptist standing at his sides, ^ and numerous 
prophets in niches ; in the third course, scenes from the life of S. John 
the Baptist, amongst which one, in particular the Baptism of the 
Saviour, was represented in a form which was but an amplification of 

^ [There are many of these works up and down Ti&cany and Umbria, 
e.g, a remarkable picture at Pisa in a lock^ room of the Museo Civico. They 
seem to be rather eikons than portraits; of, Bonghi, Francesco di Assisi 
(Citta di Gastello, Lapi, 1884), pp. 103-113, and Angelini Rote, Jco?io- 
grafia Francesca in Ordine (Ancona, 1901), Ann. xlii., n. 228.] 

2 The Baptistery of Parma was commenced in 1196, and only completed 
in 1281. 

® The hair of the figure of the Saviour is repainted, as also the head of 
S. John the Baptist, part of the vestments, nimbi, and backgroimd. 
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tliat adopted in the catacombs of Rome. The Redeemer was placed 
in the middle of a running stream, 8. John on the right bank imposed 
a hand on His head, and on the left stood three angels. A miniature 
figure at the Saviour’s feet held a reed shaped into the form of a cross, 
an obscure and curious addition to the scene, yet repeated in a second 
Baptism on the wall behind the altar of the Baptistery^ Beneath 
the balcony of the dome the recesses of the arches were hkewise 
painted with scenes from the Old and New Testaments ; ^ and amongst 
them might be noticed a strange winged figure imperfectly rendering 
the monster with four heads and innumerable eyes, the car of fire, and 
the symbols of the Evangelists described in the Vision of Ezekiel, 
an angel in relief, the six- winged seraphim of Isaiah, and a Franciscan 
apparently addressing the latter.^ 

Without being free from retouching or in parts from total 
renewal, the greater portion of these paintings preserves enough 
of original character for a correct definition of their value. If 
considered with reference to type, it might be observed that the 
Saviour in the cupola, of a feeble frame surmounted by a large 
head, w'as disfigured by the strangest frontal developments forming 
curves with the wTinkles of the forehead, and seemed a reminiscence 
of Ravenna ; whilst the double forelock on the forehead appeared 
as a Roman peculiarity. The round head of the Virgin with its 
angular brow, the protuberant root of the nose, the painful expres- 
sion of the face were but a mixture of old and weU-known features. 
The broken draperies of the Saviour’s dress contrasted with the 
more antique and flowing ones of the prophets, just as His feeble 
body and large head contrasted with their small faces and square 
frames. In these prophets, repose ; in other figures, as in the be- 
heading of S. John the Baptist, were violent efforts of action which 
passed all reasonable bounds. The nude was no better than might 
be expected from the period ; and the long, thin figures were not 
without the usual anatomical defects and formlessness of extremities. 
The execution was rude, the masses of light and shade abrupt, 
without semitones. The draperies were painted of an uniform 
colour, streaked with white in the lights, with black in the shadows. 
Here were the technical methods of Nepi as of S. Angelo in Formis, 
the vehemence and exaggeration of the Byzantine, and the weighty 
breadth of the Roman. The painters were evidently striving to 

^ This Baptism is almost obliterated. 

- Some of these are retouched and others quite modem, as, for instance, 
the Visitation. 

^ Tliis recess has been much repainted, and the figure of S. Francis with 
a nimbus seems to have been added later, as here he is supposed to have 
received the Stigmata. 
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advance, but vdthout any fixed principles, and falling for that 
reason into extremes. 

Those who may desire to convince themselves of the low state 
in which inferior artists found themselves, even towards the end 
of the thirteenth century, may acquire an insight into the common 
Italo-Byzantine decay of that time, by examining a picture in 
the Museum at Parma inscribed ‘‘Melior pinxit a.d. 1271.” They 
wiU find in a Saviour in benediction and holding a book, types and 
forms of the most repulsive kind, combined with curious gold 
ornamentation and nimbuses stuffed with real stones. The colours 
which emulate the hues of the snake, are thickly laid on — the 
outhnes heavily marked and defined, and the forms a mere pretence 
of anatomy. The Virgin and S. Peter, S. John, and S. Paul at the 
sides, of equally hideous character, and placed in round niches 
supported on short thick columns, would seem to be Greek, were 
the inscriptions to be admitted as proving an origin. Yet no one 
will pretend that Melior is the name of a Greek. 

In Florence the tribune annexed (a.d. 1200 to the Baptistery 
of S. Giovanni was worked in mosaic by one Jacobus, a friar of 
the Order of S. Francis in the year 1225.^ 

The mosaic filled the triangular spaces of the vaulted ceiling, the 
outer frame and the thickness of the arch leading into the tribune. 
In the ceiling the central medalHon, enclosing the Lamb holding a 
banner, was supported by figures half angel, half caryatids, resting 
on vases, at the sides of which were two deer. Each of the inter- 
mediate spaces contained two figures of prophets,^ in a fiddle orna- 
ment, the whole surrounded by a circular framing suppiftrted in the 
diagonals on the hands of four kneeling figures resting on capitals, 
whilst on the prolongation of the diameter sat enthroned S. John 
Evangelist and the Virgin and Child. The frame of the entrance 
arch was divided by thirteen medallions of the Virgin (centre) and 
twelve prophets, the archivault by medalhons of the Saviour (centre), 
and twelve apostles. Beneath the capitals at the angles of the ceiling, 

1 Note 3 to Vasaki, Le Vite, &c. (Flor., Le Monnier, 1846), vol. i., p. 284, 

^ Fra Mariano’s chronicle of the Franciscan Order, and Mark of Lisbon, 
are the first {annot. to Vasabi, life of Tafi, vol. i, p. 291), to affirm that 
the mosaist Jacobus, who executed the ornaments of the tribune of the 
Baptistery, was a native of Torrita, Vasari (vol. i., p. 284) followed them, 
but this opinion is not supported by records and is founded on a superficial 
reading of the inscription on the apsis mosaic of S. Gio. in liaterano at Rome. 
The mosaist there signs himself Jacobus Torrit. ; and historians have jumped 
to a conclusion from the similarity of the Christian name and profession of 
J acobus. 

® Eight in all : Moses, Isaiah, Jeremiah, Ezeldel, Daniel, Jacob, Isaac, 
Abraham, all standing. 
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four scrolls bore, each., two lines of an inscription proclaiming the 
date and author of the work.^ 

These mosaics may be compared with advantage with those of 
the adjacent Baptistery executed at a later period by Tuscan 
artists. It will be observed that the former are not of the Florentine 
but of the Roman school, and of that peculiar style which char- 
acterised the mosaic pictures of S. Clemente ^ and of S. Maria in 
Trastevere. The mosaics of the tribune of S. Giovanni at Florence 
were indeed one of the last inspirations of a school based on the 
imitation of the antique, which had for centuries been peculiar to 
the great capital of the Popes. The system of diagonal ornamenta- 
tion recalled, though it had not the lightness of, that which in the 
first centuries of Christian art had filled the catacombs. A remi- 
niscence of the antique might be traced in the broad forms of the 
prophets about the medallion of the Lamb, in the movement and 
massive draperies of the apostles in the archivault.® The Virgin 
and S. John, though not exempt from the defects of form and 
design noticeable in the apsis of S. Maria in Trastevere and S. 
Clemente — angularity of contours and coarseness of extremities 
— were still fairly proportioned. This tribune mosaic was in fact 
Italian in its types, and, in its general character, far less Byzantine 
than the works of Cimabue. Here was no superabundance of gilt 
ornament, no confused arrangement such as that which detracts 
from the beauty of some productions of Rome ; relief was given 
by a judicious mass of grey shadow in the flesh tints ; and soberness 
everywhere prevailed. The name of Jacobus the mosaist of 
Florence now forces attention back to Rome and to a series of 
works in S. Giovanni in Laterano and S. Maria Maggiore. 

The mosaic of the semidome in S. Giovanni in Laterano appears from 
its arrangement, which resembles that of S. Stefano Rotondo, to have 
been an old one, altered and renewed in the pontificate of Nicolas IV., 
A.D. 1290. Beneath a bust of the Saviour, surrounded by a glory of 

1 Annus papa tibi nonus currebat Honori 
Ac Federice tuo quintus monarca decori 
Viginti quinque Christi cum inille Ducentis 
Tempera currebant per secula cuncta manentis 
Hoc opus incepit lux Mai tunc duodena 
Quod Domini nostri conservet gratia plena 
Sancti Francisci frater fuit hoc operatus 
Jacobus in tali pre cunctis arte probatus. 

^ As regards style of figures, not as regards ornamentation. 

® The head of S. John the Baptist in the archivault is lean, the hair 
frizzled. Yet the character and type are not Byzantine as in Cimabue. 
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angels, a large cross, surmounted by tbe dove and guarded at tlie 
base by a serapb between two towers, separates two lines of saints. 
To tbe left tbe Virgin presents tbe miniature figure of Pope Nicolas IV., 
by whose side is a small S. Francis and taller figures of SS. Peter and 
Paul. To the right are S. John the Baptist, a small S. Anthony, S. John 
Evangehst, and S. Andrew. Deer and other animals surround the base 
of the cross, under which the four streams well out into a river filled 
with figures of Cupids in boats. This mosaic is inscribed on the lower 
border to the left : “ jacobus torrit . . . pict. hoc op. fecit.” A 
critical examination of it may possibly clear some disputed points. 

The head of the Saviour, far from being of the inelegant form 
pecuhar to the thirteenth century, has the simple outline of that 
in S. Costanza, or the apsis of S. Apohinare in Classe at Ravenna, 
with a fine flow of falling hair, a long full beard, and regular features, 
and a simple nimbus of one line dra^vn on the blue background 
bedecked with red clouds. It is a type and form which would 
have placed Tomti high in the ranks of the Christian imitators 
of the antique, but which differ essentially from those by the same 
mosaist in S. Maria Maggiore ; nor would it be easy to maintain 
that the same artist could at one moment produce the Redeemer 
in the form of the fourth, fifth, or sixth centuries, and at another 
in that of the thirteenth.^ Amongst the angels in the glory round 
the Saviour, one on the extreme right seems to have been renewed 
by Torriti. The head and mantle of S. Paul, the Virgin, S. John 
the Baptist, Nicolas TV., S. Francis, and S. Anthony are likevdse 
renewed or introduced by him.^ It is evident indeed that the 
three last-mentioned personages are mere excrescences, not fitting 
the place they occupy, either in accordance with the laws of space, 
or the distribution of the older parts. As a concluding argument 
it may be observed that the mosaic bears not the least resemblance 
to the style of that executed by the monk Jacobus at Florence. 

Far (hfferent is the character of a mosaic forming a lower course 
to that of the semidome. 

Here, between the windows, and parted asunder by trees, are 
nine prophets of square frame and broad neck, whose draperies in 
their cast, whose attitudes in their variety, and whose action in its 
expressiveness resemble those of the tribune in the Baptistery of 
Florence. On the lower border to the left is a miniature figure of an 
old Franciscan with a large compass and rule. On the lower border 

1 The head of the Saviour may have undergone repaii’, but if so maintains 
the character described, namely that of the imitation of the antique. 

2 The figure of S. Andrew is quite modem. 
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to the right is a youthful kneeling figure of a Franciscan with a 
hammer striking on a hoard. This latter figure is inscribed “ Fr. 
Jacob, de Camerino soci magri opis recommendat se miS Pi et. . .itis 
[ineritis] beati Joins.” ^ There can be little doubt that this mosaic 
is the work of the old Franciscan with the compass and rule painted 
on the left, whose name is not inscribed, or, having been inscribed, 
is lost, and that his assistant is the friar Jacobus de Camerino. In 
no case can the mosaic be assigned to Jacobus Torriti, whose name 
is only on the mosaic of the semidome. The old Franciscan may be 
the same who laboured in the tribune of the Florence Baptistery, but 
this can only be assumed from the similarity of style between the 
two mosaics. As to the date of this lower course of mosaics there 
can evidently be no certainty, but that it preceded the labours of 
Torriti is probable. 


So the absurdity which resulted from making Torriti at Rome 
the same artist as Jacobus at Florence, a theory which gave the 
artist a fabulous age, is avoided in a most simple and natural 
manner. 

Jacobus Torriti in his unadulterated character may be studied 
in the apsis mosaic of S. Maria Maggiore. 


Richness of ornament and gaiety of colour are the only claims of 
this mosaic to the attention of the spectator. The Saviour, closely 
draped in a gold shot mantle, is of a heavy frame. His large head, 
enclosed in a mass of rolling hair, is of a round shape. His eyes are 
large and gazing, His nose depressed, and mouth ill-shaped. The ' 
draperies are a maze of folds concealing the figure and movement. 
The Virgin is a thin, feeble, and large-headed woman. The saints are 
long, lean, and lame in attitude ; the angels better, and not without an 
intention of action. All these defects are glaring because of the 
enormous size of the mosaic. 


They are less conspicuous in the small compositions which have 
still something of the traditional antique and a certain animation 
and nature.^ Torriti, whose name is inscribed on the left hand 
border of the semidome, “ Jacobus Toriti pictor hoc opus mosaicen 
fecit,” with the date 1295 on the opposite side, is thus an artist 
of the close of the thirteenth century, who continued to improve 

^ One Giacomo da Camerino is recorded amongst the painters at the 
Duomo of Orvieto in 1321, by Delia Valle, Storia del Duomo di Orvieto 
(fob, Rome, 1791), p. 383, yet here he is not called Fra. 

^ These compositions have points of contact with some assigned to 
Cavallini. 
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art in the less important parts of decoration, hut who left form 
and composition to be taken up by other and superior artists.^ 

^ Vasari having determined that Jacobus the Franciscan, of Florence, 
was a native of Torrita, and having made of him and of Jacpbus Torriti 
one person, confuses matters still further by affirmiug that “Fra Jacobus 
da Torrita was taken from Rome to Pisa, where, with the assistance of Tafi 
and Gaddo Gaddi, he executed in the Duomo the Evangelists and other 
works afterwards finished by Vicino ” (Vasahi, voL i., p* 285). Vasari hero 
probably confounds liis Fra Jacopo with one Turretto, a mosaist, whose 
name is cited in records published by Ciampi. The mosaics of the Duomo 
of Pisa were not begun before 1300 ; as for Vicino, a word of liim later. 
\_Gf. Venttoi, op. cit.^ vol. v., p. 174.] 



CHAPTER III 

THE COSIVIATI AND PIETRO CAVALLINI 

It is characteristic of Italian historians that their opinions and 
ideas as to the revival of art are frequently biassed by narrow 
views and local prejudices. Far more important in their eyes was 
the claim of some favoured city to the honour of that revival than 
a true and comprehensive exposition of the extent or pecuharity, 
the causes which led to it, or the effects which it produced. True 
of Florence, of Siena, and of Pisa, this general reproach would be 
unjustly extended to the historians of Roman art, who, on the 
contrary, have done little to illustrate the names of the Cosmati 
and their contemporaries.^ These artists, whose history fills the 
whole of the thirteenth century, were utterly unknown to Vasari ; 
yet they were not vdthout influence on the general development of 
Italian sculpture, architecture, and painting. Nay, had not the 
policy of the Papacy led to a memorable schism, and thus deprived 
Rome for a time of its influence, it is likely that that capital might 
have jplayed a considerable part in the history of the revival of 
art, and that the Cosmati would have been celebrated as the fore- 
runners of a purely Roman school. 

At no great distance to the north of Rome lies Civita Castellana, 
whose cathedral boasts of a respectable antiquity. A fine flight 
of steps leads up to a porch of fair pretensions, flanked by porticoes. 
The porch opens on to the chief portal by a broad arch resting on 
pilasters and crowned with an entablature and balcony. The 
portal is a series of entering pilasters and columns, above the 
architrave of which is a recess with a fan window. The arched 
border of this recess, as well as the pilasters, friezes, and wall are 
■worked in mosaic. In the key of the border is the Lamb, on the 

1 The Cosmati have been noticed by Agincoujrt, by Cicognara, and by 
Della Valle. The latter {Stor, del Duomo di Orvieto, ubi sup., p. 264) states 
that he treated of tMs artistic family in an academic oration at Rome in 
1788, but this oration seems to have remained unpublished, Rumohr 
{Forachungen, libi sup., vol. i., pp. 270-71), devotes a few hues to them. The 
merits of the Cosmati were best understood by Karl Witte of Breslau, by 
whom an interesting paper appeared in the Kunsthlatt (Stuttgardt and 
Tubingen, series of the year 1825), beginning at No, 41. 
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pilasters, the symbols of the Evangelists.^ The following inscription 
on the architrave reveals the name of the author : 

LAURENTIUS CUM JACOBO, PILIO SUO, MAGISTRI 
nOCTISSIMI ROMANI HOC OPUS PECERUNT.^ 

Two lateral doors flank the chief portal, and in the lunette of 
that to the right is a bust flgure in mosaic of the Saviour, with a 
cruciform jew'elled nimbus, holding a book and stretching out His 
right hand in the act of benediction, A natural movement and 
fair contours mark the figure, w^hich has none of the usual grimness 
or vehemence. The oval head, enclosed by hair falling in a triple 
wave behind the shoulders, has at least an expression of repose. 
The chin, broad and bare, is fringed with a short beard, the nose 
is straight, the mouth small and the eyes without stare. A red 
tunic with gold borders and jewelled blue cuffs, a gold mantle, 
complete the dress, which is shadowless and flat but fairly lined. 
The yellowish flesh tints tend to red on the cheeks, and are outlined 
with red in the lights and black in the shadows. On the architrave 
below this gay and not unpleasant mosaic are the words : 

MA . . . JACO-1 j. 

,, r t RAINERIUS PETRI RODULPHI FIERI FECIT. 

BUS M. FECIT, J ' 

This mosaic is doubtless executed by Jacobus the son of Lauren- 
tius. On the frieze below the cornice of the portico is the following 
inscription : 

MAGISTER J . . . . OBUS, CIVTS ROMANUS CUM 

SMA FILI* . . J . . . U . . . . ANIS OHO 

OPUS ANNO DNI MCOX " 

This mutilated inscription with its imperfect date,® already 
points' to the family of the Cosmati, who appear as doctissimi 

^ The arcliitocture of CivitA Castellana is purely Roman without a trace 
of Gothic. 

2 These two artists worked also at the old church of Falleri, three miles 
from Civita Castellana, where, according to Karl Witte (Kum^latt, vbi sup., 
1825, No. 41), is the following inscription : 

t Laurentius cum f hoc opus 
Jacobo filio suo Quinta vatt. 

fecit hoc opus, fieri fecit. 

® Rttmohr assumes the date of 1210 {Forschungeny ubi sup.,^^o\. i., p. 270), 
and promises the inscription, which he afterwards omits. The date is 
shortened by the loss of some of the numbers. ' It is possible that the mosaics 
inside the porch and about the chief portal may be earlier than others signed 
by Jacobus alone. The date of 1210 would ill suit the latter, who lives till 
the close of the century. Karl Witte falls into a similar error. 

I. 


F 



82 HISTORY OF PAINTING IN ITALY 

Romani,” — mosaists and architects in the first half of the thirteenth 
century. The extent of their practice is proved by numerous 
monuments. Agincourt, Rumohr, and Karl Witte had already, 
in the last century, noticed the inscriptions at Civita Castellana. 
They noted the name of Laurentius and his son Lucas on the dwarf 
arch of a cloister in S. Scolastica at Subiaco,^ and on a cornice of 
the ruined church of S. Alessio at Rome inscribed : 

f JACOBUS, LAURENTII FECIT HAS DECEM ET 
NOVEM COLUMPNAS CUM CAPITELLIS SUIS.^ 

Their family name of Cosmati is more certainly proved by works 
in the cathedral of Anagni, on the stone pavement of which the 
following inscription may be read : 

t DOMINUS ALBERTUS VENERABILIS ANAONEN EPS FECIT 

HOC FIERI PAVIMENTUM PI. COSTRUENDO MAOISTER RAI- 

NALDUS ANAONINUS CANONICUS dSi HONORII III. P. P. 

SUBDIACON ET CAPPELLaS C. OBOLOS AUREOS EROGAVIT. 

MAOIST. COSMAS HOC OPUS FECIT. 

On the pediment of the altar of the lower basihca, erected 
A.n. 1227-4:1 in the time of Gregory IX., is also the foUomng : 

MAOISTER COSMAS CIVIS ROMANES CUM 
FILIIS SUIS LUCA ET JACOBO FECIT.® 

Of Laurentius and Luca Cosmati the historian now takes leave, 
as their names cease to appear on monuments, but Jacobus seems 
during a long career to have followed his father’s profession with 
success. 

The Villa Mattel at Rome, whose grounds on the Celian Hill 
are visited by tourists for the splendour of its views, was, in the 
thirteenth century, a hospital for the redemption of slaves.^ An 

^ Accsording to Agincourt as follows : “ cosmas et eil. euo. ia. alt. 

ROMANI GIVES IN MARMORIS ARTE PERITI. HOC OPUS BXPLERUNT ABATIS 

TPE. LAUDi” {Kum^laU, year 1825, vbi sup.. No. 41). According to MS. 
records, says Witte, this inscription should bear the date, 1235. Ibid. 

® These columns were inlaid with mosaics in the style peculiar to the 
Cosmati at Civita CasteUana, and to the tombs which shall be noticed. 

® On the wall of the same edifice, according to Karl Witte, was the 
following : “ ANNO nfJl MCCXXX I XI die EXEUNTE APRILI, PONT. Dfh 

GG. Vlin., P. P. ANN. EJ. V VEN. ALBERTO Ep5, RESIDENTE I., ECO. ANAG. 
P. MAN. MAGRB, COSME CIVIS ROMANI PUIT AMOTUM ALTARE GLORIOSISSIMI 
MART, PRESUMS MAGNI INFRA QUOD FUIT INVENTTJM I QDAM PILO MARMOREO 
RUDI PRETIOSUM CORP. IPS, MART. Q, KT, MAJI SEQNTIS TOTI P. P. PUBLICS 
OSTENSO EODEM DEE CUM vilPNIS ET LAUDIB. IN EODEM PILO SUB ALTARI 
HOC ORATORIO IN EPSIUS HONOREM CONDITO FUNDITUS ET REOONDITUM CUM 
nONORE.” 

* Galled by Della Valle {Stor. del Duomo di Orvieto, p. 264), S. Tommaso 
in Formis. 
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arched recess above the portal contains a medallion mosaic repre- 
senting on a large scale the “ signum ordinis Sanctae Trinitatis et 
Captivorum.” In the centre of this medaUion, on gold ground, 
the Saviour sits enthroned, extending His hands to a white and 
black captive standing bound on each side of Him. 

The space is well distributed, the colour harmonious and gay. 
The Saviour, feeble of body and large of head, has a melancholy ex- 
pression. The broad round forehead, pendent forelock, pointed chin, 
and beard divided like the tail of a drake, the almond-shaped eyes, 
do not combine to form a pleasing type ; but doubtless its original 
character is much impaired by restoring. The yellow flesh tints, 
verging into red semitones and green shadows, fairly render the idea 
of relief. The outlines are red in hght and dark in shadow, the 
draperies marked out with Hues without shadow. The captives, 
nude with the exception of the cloths on their waists, are square of 
frame with defective extremities.^ The following inscription is 
engraved on the arch of the portal : 

MAGISTER JACOBUS, CUM FILIO SUO COSMATO 
FECIT HOC OPUS, 

If not as fair as the Saviour at Civita Castellana, this much 
restored one of the Villa Mattel is still by the same hand, and 
confirms the belief that Jacobus the son of Laurentius is the same 
who now appears in his turn assisted by the Cosmatus his son. 
Nor is it too much to ^assume that the architecture, which is of the 
Homan style, and the mosaic are the joint production of both. 

The graceful chapel of the Sancta Sanctorum, probably by 
Jacobus and inscribed on the left-hand pilaster of the entrance with 
the words “ magister cosmatus fecit hog opus,’’ ^ is of a simple 
and light architecture which does honour to the family. 

The vault is supported on four slender pillars, and the light streams 
in from a range of trefoil windows resting on twisted columns , The 
groined ceiling is painted with the symbols of the Evangelists, and 
the faces of the arches with subjects from the lives of SS. Peter, Paul, 
Stephen, Lawrence, Agnes, and Nicholas ; but these are all so com- 
pletely restored as to defy criticism. 

Coincidence of style with the mosaics of Civita Castellana and 
the Villa Mattel may justify the attribution to Jacobus Cosmatus 

1 There is much restoring in all these figures, but particularly in the 
nude of the slaves, and in the background. The white captive bears a cross 
apparently to distinguish him from his fellow of another colour and religion. 

® The Sancta Sanctorum at Rome was rebuilt in the pontificate of 
Nicolas III., A.D. 1277-1281. 
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or his son Giovanni, of a Virgin and Child in benediction, with 
the half figure of an angel at each side, in a lunette above the lateral 
door leading from the Capitol to the church of Araceli. The Virgin 
expresses in her attitude dignity and repose, but the group loses 
in balance on account of the small size of the Saviour. The violet 
drapery which covers the Virgin’s head and shoulders is of easy 
folds, but flatly fined out, as in the Saviour of the Villa Mattel. 
The head itself is large and broad of cheek, the nose a little bent, 
the eyes round without stare, and the mouth small. The hands 
are regular and the fingers pointed ; and a fair division of light 
and shade gives a certain relief to the flesh. The Saviour, though 
defective in type, is draped in the elastic folds of a red tunic shot 
with gold. The angels, discoloured and in part restored, are also 
in shot vestments. The outlines are everywhere precise and clear. 

The mosaics of Civita CasteUana and of the Villa Mattel already 
exhibited the Roman school in its purely Italian characteristics. 
The former showed an improvement upon those, for instance, of 
S. Clemente, and the existence of that Italo-Roman school which 
began at S. Maria in Cosmedin, and might be traced upwards to 
the thirteenth century. The Saviour of Civita CasteUana was of 
that natural and regular form which already marked the figures 
at S. Urbano aUa CafiareUa, and even disclosed a link by which 
to confine within the Roman school the tribune mosaics of S. 
Giovanni of Florence. The mosaic of the Virgin and Child at 
Araceli was, on the other hand, apparently executed at a time 
when the influence of Giotto in transforming the old schools was 
felt, when Byzantine-Itafian style became more Italian, and when 
types were remodelled on a more ideal Christian form. Nor was 
it strange that Jacobus Cosmatus should foUow the impulse of 
changes which had akeady affected the schools of Florence and 
Pisa, and which could not but be felt at Rome when Arnolfo visited 
the capital in 1285 ; the more as, between 1290 and 1300, Jacobus 
himseK left Rome for Orvieto,^ and was employed there as an 
architect with Ramo di PaganeUo, of whom a contemporary record 
says ; “ Est de honis intaliatoi'ibus et sovltoribus de mundoj^'' ^ and 
numerous architects and painters besides. 

Amongst the monuments which bear characteristic features 

1 Deixa Vaixe, Storia del Dttomo di Orvieto, p. 264, cites the original 
record 'without giving its text, and without fixing exactly the year. 

^ Kamo di Pa^anello was capo-maestro del opera at Orvieto in 1290-1300. 
Della Valle, Stor, del Do. d. Orv., also Lettere iSa 7 iefse of the same (Kome, 
fol., 1786), vol. ii., p. 19. 
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of resemblance witli the architectural style developed by the 
Cosmati family is that of Cardinal Anchera, now transferred to 
the Cappella del Crocifisso near the high altar of the church of 
S. Prassede. The cardinaFs extended frame lies on a slab, resting 
on a tomb, whose cornice is supported on slight pillars adorned 
with mosaics. The cloth, which seems to fall over the sides of 
the slab, is adorned with the star and lily. Cardinal Anchera 
died in 1286, and the tomb bears that date.^ Another monument 
of somewhat different character but of the thirteenth century, is 
that of the Savelli in the chapel of that family at Araceli. It is 
based on an old sarcophagus filled with bacchic ornaments, and is 
crowned by an edicule, on the summit of which is the statue of 
the Virgin holding the infant Saviour. Mosaics are let into the 
columns as in other monuments of the time of the Cosmati, yet 
this tomb is assigned to the Sienese Agostino and Agnolo, who 
are supposed to have executed it from the drawings of Giotto.^ 

Of Johannes Cosma, who may not unnaturally be considered 
the son of Jacobus, monuments have been preserved, which reveal 
in him an universal talent for mosaic, architecture, and sculpture. 
The tomb of Cardinal Gonsalvo in S. Maria Maggiore is inscribed : 

HIC BEPOSITTJS PXJIT QUONDA DXS GXJNSALVUS 

ALBANEX. ANN. BNI MCCLXXXXVini HOC OP. EEC. 

JOHES MAORI COSMB CIYIS ROI^IANUS. 

The recumbent statue of the Cardinal lies in episcopais on a slab, 
whilst two angels standing at the sides seem reverently to disclose 
his person by lifting the folds of a winding sheet. A cloth hangs 
over the tomb, which is worked in mosaic ; and a trefoil niche con- 
^ With the following inscription : 

QUI LEGIS ANCHERtTM: DTJBO SUB MABMOBJE CLAUBI 
SnSTESCIS AUBIS QUEM NECE PEEBIS HEEUM 
CBECA PARIT PUEHUM liAUBUNUM BAT SIBI CLEEUS, 

CABBUTE PRAXEBIS TITUIATUR ET ISTIUS ^EBES BEFUIT in SELIS. 

L \RGUS FUIT : ATQUE FIBELIS : 

BEMONIS A TELIS SERVA BEUS HUNG CiEPE OCEUS 

ANNO IVULLENO CENTUM BIS ET OCTUAGENO SEXTO 
BECESSIT BIC PRIMA EUCE NOVEMBRIS. 

® A manifest error, if dates and style be considered. The tomb contains 
the bodies of Luca Savelli, father of Honorius IV., who died 1266, and other 
members of the family. The latest date on the tomb is 1S06. There is some 
resemblance between the tomb of Cardinal Anchera described in the text 
and that of Boniface VIII. (1294-1303) in the west transept of the Nuove 
Grotte in the basilica of S. Pietro at Rome, a tomb which Vasari, in the 
Giuntina edition, assigns to Arnolfo, saying that it is inscribed with his 
name. Cicognara gives an engraving of it (vol. i., plate 22), adding in the 
text that the name of Arnolfo was not to be found there, and that the tomb 
is in the style of the Cosmati. [<7/. L. Fumr II Duomo di Orvieto e i ami 
reatauri (Roma, 1891), and L. Douglas, in Architectural Remew, June, 1903.] 



86 


HISTORY OF PAINTING IN ITALY 


tains a mosaic of the Virgin enthroned, holding the infant Saviour 
and supported on each side by the standing figures of S. Martin and 
S. Matthew. A certain readiness of movement and nature in the 
attitudes reveal the progress of art in the family of the Cosinati. 
More it would be idle to say, considering the very great damage pro- 
duced by restoring.^ 

But Johannes Cosma yielded the most convincing proof that 
the impulse given to art by Giotto ^ was not lost upon him when 
he executed the tomb of Guillaume Durand, Bishop of Mende, at 
S. Maria Sopra Minerva, a monument in which earnestness of 
purpose and judicious balance of parts were combined with progress 
in the rendering of form. 

The bishop was represented at full length on the slab of a tomb 
covered with an embroidered cloth, whilst two winged angels, firmly 
standing at each extremity, raised a curtain. In the recess formed 
by an arch supported on inlaid pillars, the Virgin sat enthroned in a 
vast chair, holding the infant Saviour in the act of blessing, between 
a saint in episcopals and the bending form of S. Dominic,^ This 
group was executed in mosaic, now half restored in stucco and re- 
painted, and the arch forming the recess, the scutcheons on the front 
of the tomb were, like the piUars, similarly adorned. The figure of 
Durand, evidently a portrait, was broadly chiselled with weU marked 
planes of features. The angels were of that form and proportion 
which Giotto had already introduced, though still of the old style 
in the imperfection of the features. The draperies were, for the time 
and place, a remarkable instance of progress. In the mosaic, the 
stature of the personages was fair and well-proportioned. A large 
head on a thin neck — a melancholy expression in the almond-shaped 
eye, might be noticed in the Virgin. There lingered something still 
of the old Roman forms of the eleventh and twelfth centuries^ The 
nose was depressed and somewhat masculine, but the hands were 
more than usually neat and long-fingered. The infant Saviour was 
well-proportioned, and the saints pleasing by their natural air of 
humility.^ The group was indeed as remarkable for a certain ex- 
pression of religion and piety as for the absence of that grimness which 

^ AoiNCOTjaT (vol. ii., text, p. 51, note a) sees the hand of Arnolfo in 
the sculpture of this monument and that of Johannes Cosma in the archi- 
tecture, but what of the mosaic ? 

® Giotto had been at Borne between 1298 and 1300. [Compare with this 
tomb that of the Cardinal Gonsalvo in S. Maria Maggiore, Durand died 
in 1296, and though Giotto may have influenced Roman artists about this 
time, it seems \inlikely, for he was only twenty-three years old.] 

® Behind each of the side figures a candelabra. 

^ For instance, those beginim^ at S. Urbano alia Caffarella. 

® The figure of the bishop is long, with a certain antique feeling in the 
form of the features. 
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had so long characterised the Italo-Byzantine manner.^ On the base 
of the tomb were the words : 

HOC EST SEPULCRUM DNI GULIELMI DURATI EPI MI- 
MATENSIS ORD. PEED .... REDIIT BOMINI SUB MILLE 
TRECENTIS QUATUOR AMOTIS ANNIS. 

JOHS FILIUS MAGRI COSMATI EEC. HOC OPUS ^ 

In the year 1304, the tomb of Cardinal Matteo d’Acqua Sparta 
was erected in the left transept of Araceli. It w^as conceived and 
carried out on the same principle as that of Durand, but adorned 
in the recess with painting instead of mosaic. 

On the slab, as usual, the bishop in episcopals, with angels raising 
the curtain ; in the recess, the Virgin and Child enthroned, S. Francis 
presenting the kneeling figure of the deceased, and S. John Evangelist; 
on the key of the arch of the recess, a painted bust of the Saviour in 
benediction, and on the arch and pillars mosaic patterns. 

The architecture and ornament were but a repetition of those 
of the Cosmati, who, if this monument be assigned to them, as it 
may without presumption, thus appear as a family uniting to the 
profession of architects, mosaists, and sculptors that of the painter. 

The most interesting works, however, of the school of the 
Cosmati are the mosaics which cover the lower part of the tribune 
and arch of the tribune in Santa Maria in Trastevere. 

On the sides of the arch are the Birth and the Death of the Virgin. 
In the tribune itself the Annunciation, the Nativity, the Adoration of 
the Magi, and the Presentation in the Temple. These compositions, 
conceived in the old forms which had been religiously preserved from 
former times, were equally remarkable for balance in the distribution 
of the masses, for the truth and animation given by the artist to his 
figures, and for his fair attainments in design and colour. If not 
entirely free from exaggerated action, he knew at times how to temper 
the agitation of one figure by the comparative repose of another. 
In the Birth of the Virgin, well-balanced groups might be parti- 

^ The whole of the lower part of the mosaic, including almost the whole 
of the kneeling bishop, the draperies of the Virgin from the knees down- 
wards, is restored with painted stucco. There is quite a family Hkene^ 
between tliis monument and that of Cardinal Anehera at S. Prassede. 

® In a comer is the following : “ camillus oecoarini restaur, eectt 
ANNO 1817.” 

Van der Hagen, in Brief e, &6., gives the following inscription on a tomb 
in S. Balbina at Rome : 

“ f JOHfis FIUUS MAGSi cosmati fecit hoc opus , , . HIC JACET . . . 
DOMIN. STEPHAN D. SURD. DNI P. P. CAPEUQAN.” — KunStblatt, 1825, No. 41. 
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ciilarly noticed.^ S. Anna might be seen in a fine attitude attended 
by two servants with a jug and basin, in graceful attitudes ; and this 
incident, which in the pose of the Virgin recalled the antique, was 
kept in judicious equihbriuin by another in the foreground, repre- 
senting a female with the infant Virgin on her knees, stooping to feel 
the temperature of the water in a pan which another figure was filling. 
The forms of the infant were natural and regular, and the figures 
significant in their action. The Nativity was equally well distributed, 
the Virgin still in the old action and shape, but the angels not without 
elegance. In the Death of the Virgin, the subject was animated 
in movement, whilst in the Annunciation, and Adoration of the Magi, 
the types and attitudes were still reminiscent of the Italo-Byzantine 
manner in their exaggerated character, and revealed the struggle of 
a new element in art with old and worn-out forms. The figures were 
generally somewhat slender. In colour these mosaics were harmonious, 
and had, so to speak, the nature of painting, as if it were of little 
moment to the artist in what material he laboured. The execution 
was conscientious, the drawing fairly accurate, the draperies good, the 
masses of light and shade well defined. S. Maria in Trastevere was 
in fact to the Cosmati what Assisi is to Giotto. 

In the spaces beneath the foregoing subjects at S. Maria in 
Trastevere is a mosaic representing the bust of the Virgin and 
Child in a prismatic medallion. 

The Saviour looks down towards a kneeling figure of Bertoldo 
Stefaneschi presented by S. Peter, whilst S. Paul looks on at the 
opposite side.2 In front of Bertoldo are his scutcheon and the words 
repainted in oil “Bartolus filius Pet , . . The Virgin may be 
said to represent, in her features and draperies, the perfection of 
the manner of the Cosmati. The features of the Saviour and the 
folds of His red mantle, touched in gold, are fine. The figures of 
S. Peter and S. Paul, both long and slender and of noble mien, are 
finely draped, individual in character, and modelled in good relief, 
with broad masses of light and shade. 

Here the Byzantine style had disappeared and made room for 
the improved one of Giotto. Life and individuality had succeeded 
to the defects of earlier times. Giotto had evidently shed his 
influence on the artist ; and if it be true that the upper scenes of 

1 See the same compositioii in the Menologio. Miniature of the Vatican, 
No. 1613. 

* These saints arc of traditional types. They stand in a meadow, the 
rest of the background being gold. The feet of S. Paul, the left foot of S. 
Peter, and part of the kneeling figure are repainted. S. Paul wears a blue 
tunic and purple mantle, S. Peter a blue tunic. Part of the flowers in the 
foreground and of the inscription are repainted. 



PIETRO CAVALLINI 


89 


the life of the Virgin were commissioned by Bertoldo Stefaneschi 
in 1290, he must have ordered the votive mosaic at the very close 
of the century. Vasari affirms that Pietro Cavallini is the author 
of the mosaics in the tribune of S. Maria in Trastevere. His 
assertion may be accepted. It places the master high in the ranks 
of the painters of his time as one preserving the style of the Cosmati 
and of the Roman school. 

So far it has been necessary to proceed to trace the passage 
of the manner of the Cosmati into that of Cavallini.^ 

The birth of Pietro Cavallini has not been recorded, but Vasari 
pretends that it occurred when Giotto had given life to Italian 
painting,” ^ a very general and unsatisfactory assertion. 'I’hat 
he was an artist of talent, and perhaps extensively employed at 
Rome when Giotto visited the capital ; that his training was 
under the Cosmati, and that he did not disdain to acknowledge 
the superiority of the great Florentine, may be assumed from the 
character of the works that can be assigned to him.^ That he 
visited many parts of central Italy is stated by Vasari, who has 
not been confirmed hitherto by records. There is, however, a 
certainty that Cavallini was in 1$08 in the service of Robert of 
Naples, at a high salary, and it is only to be regretted that no trace 
of pictorial productions due to him can now be found in the 

^ Before taking leave of the former, it may be proper to assign to them 
in their architectural capacity a fine Roman porch, with a square front of 
white marble, erected by one of the Gaetani family as entrance to an 
hospital, but now serving as ingress to the church of S. Antonio Abate at 
Rome. In style like the porch of Civitk Castellana cathedral and the gate 
of the Villa Mattel, this example of the architecture of the thirteenth century 
is worthy of the talent of Jacobus Cosma. Inscribed : 

“ DS^S PETBUS CA . . . 6c CARD, MAISTDAVIT cSSTBUI HOSPITALE ]LOOO ISSPO 
[S2C] ET nfJl . . . O Tuscfili. Efs ET I GAETAN, CARD. EXEODTORES ET ETERI 
FECEBUNT PA . . . CE dSi PET. CAP CC. 

The Cosmati family is said to have had a descendant — Deodato or 
Adeodato, to whom a marble tabernacle in S. Maria in Cosmedin is assigned, 
and of whom it is likewise said that he laboured in Santa Maria Maggiore, 
but no record exists that connects this Deodato with the name of Cosma. 
See note in comment, to Proemio of Vasari’s Lives, vol. i., p. 213. The only 
trace of a Cosmatus at S. M. Maggiore is the name of J ohannes on the tomb 
of Cardinal Gonsalvo. The worcfi “ magister deodatxts e'ecit hog opus ” 
are noted by Ciamputi, Vett. Mon,, tom. i., p. 181, on a tabernacle of 1290 
in S. M. in Campitelh at Rome. 

^ Vasari, vol. ii., p. 81. 

® [Pietro Cavallini^ frescoes discovered lately at S. Cecilia in Trastevere 
were unloiown to Crowe and Cavalcaselle. Had they seen these admirable 
works, they would doubtless have seen also less of Tuscan than of classic 
influence there. Not Tuscan realism, but a true antique convention mani- 
fests itself in those wonderful frescoes. Gliiberti speaks of Cavallini as 
Primo fra gValtri maestri. Cf. C. Frey, Vita di L. Ghiberti . . . con i com- 
mentari di L. 0. (Berlin, 1886), p. 38.] 
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southern capital.^ As to his works elsewhere, it will he necessary 
in some cases to resign them to their real authors, men, as will 
appear, of little talent or pretensions ; in others, to admit the pro- 
priety of Vasari’s judgment. CavalHni appears with truth to be 
considered as the author of a mosaic in S. Crisogono at Rome, 
representing, on a large scale, the Virgin enthroned with the Infant 
in the act of benediction, supported by S. James holding a book, 
and S. Crisogono in a warrior’s dress grasping a sword.^ A 
shghtly Byzantine character, more noticeable than at Santa Maria 
in Trastevere, would place this mosaic amongst the earlier works 
of the master. 

The Virgin, of a majestic presence, still displays, in unfavourable 
contrast, feeble lower parts and overweight of head. Her eyes are 
somewhat large and open. The Child’s head is regular and its attitude 
natural. The figures generally are long, but well draped and the 
colour pleasant. 

Of the paintings in this church assigned to Cavallini by Vasari 
not a trace remains, but there are still vestiges of frescoes in the 
church of Santa Maria in Trastevere, which, though damaged by 
time, are in the style of the mosaics of the tribune. 

Above a door, to the right as one enters, is a half figure of the Virgin 

^ See the original document in H. W. Schulz, Denhmaler der Kunst des 
Mittelcdters (4to, Dresden, 1860), vol. iv., p. 127. He is described as receiving 
thirty ounces of gold per annum, with two oimces in addition for lodging. 

[The mosaic in S. Crisogono does not seem to be from the hand of Pietro 
Gavallini, One seems to find there the influence of the art of Giotto in the 
work of a poorer master than Pietro Cavallini, who is seen at his best only 
in the lately discovered frescoes in S. Cecilia in Trastevere. Vasari tells 
us that he painted many frescoes there, and Gliiberti saw them and wrote 
that the church was painted tutto di sua mano. The paintings discovered 
were in the Coro delle Monacho, covering three sides of it. There we see 
the Last Judgment, Christ on a tlirone crusted with precious stones, in 
a piuple of mandola, EQs arms open, welcoming the blessed and dismissing 
the damned. About the mandola are angels, cherubim, and seraphim with 
wings of flame. On the right is the Blessed Virgin, on the left S- John 
Baptist begging for mercy on the world, beside them stand the Apostles. 
Four angels announce the Judgment with trumpets, and close by SS. Stofano 
and Lorenzo wait. 

On the left side of the Coro is a fragment of a colossal S. Christopher 
and then an Annunciation. On the right side are certain biblical stories 
almost obliterated. In all this no Tuscan influence is felt, but rather a 
classical. Of. HEnMAjmr, La Gallerie Italiane (1902), and Venturi, op. cit., 
vol. V., pp. 147-151.] 

2 In the tribime of the transept behind the altar. The paintings assigned 
to Cavallini in S. Crisogono (Vas., vol. ii., p. 81) no longer exist. The frescoes 
in Araceli are likewise gone (ibid., p. 82), and the same fate has attended 
the frescoes at S. Cecflia in Trastevere and S. Francesco appresso Ripa 
(ibid., vol. ii., p. 82). 
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with, tlie infant Saviour holding the orb in the act of benediction.^ 
This group is inferior to the mosaics in design ; and whilst the large 
head and slender neck, the defective hands of the Virgin betray a 
certain feebleness, the marked outlines and angular draperies, and 
the absence of relief by shadow, prove that Cavallini was a better 
mosaist than painter.^ Another Virgin, with a small and puny Saviour 
in her arms, a little less defective than the foregoing, but much re- 
painted, may be noticed near the chief portal.® It makes a nearer 
approach in character to the apsis mosaics. In the portico outside 
are two frescoes, one of which represents the Ajinunciation with a 
figure of a prophet, the second depicts the same subject with the 
addition of the Eternal sending to the Virgin the Infant carrying a cross.^ 

CavaUini here appears as a follower of the Roman school, from 
which he evidently sprung, yet as an artist whose power had reached 
its full development. It must indeed have been fortunate for 
Giotto that, on his arrival, he should find such a man ready to assist 
him and to admit the superiority of his genius. It was but natural, 
then, that Cavallini, having helped Giotto in the mosaics of the 
basilica of S. Pietro,^ should insensibly adopt something of his 
style. So when Vasari states that CavaUini was the disciple of 
Giotto, and later that he mixed the Greek manner with that of 
Giotto,” ^ he only confirms the impression created by the works 
of a master who, after having been educated in the old Roman 
school, adopted, at least in his mosaics, something of the Florentine 
manner. But Cavallini went still further, and in adorning the 
arches in S. Paolo fuori le Mura, he was content to carry out the 
designs of Giotto even after that master had left Rome. 

On the arch of the tribune, whose mosaics of the thirteenth century 
have been described, the Virgin and Child enthro^d and guarded by 

^ The head of the infant Saviour is not without nature. The general 
tone of the flesh tints is yellowish, and the outlines marked with a deep 
red colour. ' 

2 [It must be remembered that Crowe and Cavaleaselle had not seen the 
recently discovered work in S. Cecilia in Trastevere spoken of above.] 

® The draperies are almost all repainted. [Quite spoiled now.] 

* These two Annunciations are likewise almost entirely overpainted, the 
last, however, more than the first. 

^ Vas., vol. ii., pp. SI, 82. These mosaics have disappeared. 

® Vas., vol. ii., p. 82. [What Vasari calls the “ Greek manner ” may 
well have been the unmistakable classical influence in CavaUini’s work. 
That Cavallini was Giotto’s assistant seems almost unthinkable. Great as 
was Giotto’s genius, we are slow to believe that he, then three- or four-and- 
twenty, became the master of the greatest painter then li\dng in Italy. There 
is no evidence for it at all beyond the stories of the Aretine. All that 
Crowe and Cavaleaselle here say of Cavallini is said in ignorance of the work 
at S. Cecilia in Trastevere.] 
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two angels was represented also in mosaic with the symbol of S, John 
Evangelist above her, and on the opposite side Pope Benedict XI. in 
prayer (a.d. 1303-1305), presented by S. John the Baptist, with the 
symbol of S. Mark the Evangelist above him. The medallion in the 
centre of the arch of triumph, representing the Saviour in benediction 
with the book, was held aloft by two Giottesque angels in fine atti- 
tudes ; the S 3 nnbols of the Evangelists Luke and Matthew being 
depicted at each side in the more modern Florentine manner. The 
figures of SS. Benedict and John the Baptist, as well as that of the 
Saviour in the medallion of the arch of triumph, are modernised ; but 
the rest of the mosaic shows that in 1305, but a few years after the de- 
parture of Giotto from Rome, an artist, probably Cavallini, was found 
wilUng and able to carry out designs not his own.^ 


Had Vasari said that Cavallini painted the apsis of S. Giorgio 
in Velabro, the subject of which was the Saviour sitting on the orb 
of the world, with the Virgin, SS. George, Peter, and Sebastian at 
His sides, he would not have been far from the truth. This work 
indeed seems but a repetition of a mosaic previously there, yet the 
execution betrays something of the Giottesque manner, whilst the 
types and slender forms of the saints about the Saviour are 
reminiscent of the mosaics of Santa Maria in Trastevere. This 
much injured and restored painting, ordered by Cardinal Gaetano 
Stefaneschi after 1295, is, however, assigned to Giotto himself. 

Vasari brings Cavallini to Florence, and assigns to him the 
Annunciation, a fresco in the church of San Marco,^ Yet the 
Annunciation of S. Marco is very different in character from the 
paintings and mosaics of Rome, 


The Vir^n sits at the right of an interior on a cushioned bench. 
Before her is the bending figure of the angel, with a vase of lihes in 
front and traces of a kneehng person beMnd him. Above was no 
doubt the Eternal sending the Dove of the Holy Ghost, whose ray 
alone may now be seen illuminating the Virgin’s forehead. 

1 According to Vasari, Cavallini executed the mosaics of the front and 
nave of S. Paolo, which perished in the fire of 1823. Vasabi, vol. ii., p. 82. 
[The above mosaics, if they are indeed Cavallini’s, have been so much restored 
as to be no longer his work ; but what evidence is there for ascribing them 
to him ?] 

2 Vas., vol. ii., p. 82. Other works given to Cavallini at S. Marco, the 
portrait of Urban V. with SS. Peter and Paul, were whitewashed in the time 
of Vasari. Ibid., p. 83. [Vasari did not know Cavallini’s work from any 
other ; yet when he tells us that Cavallini was the assistant of Giotto, and 
that he, a great master, carried out the designs of a yoimg man beginning 
his career, we accept his word 1 Charming writer as he is, we should not 
perhaps demand accuracy of him.] 
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This much damaged and repainted fresco might have been 
executed by a painter of the fourteenth century. The movement 
may even be said to display something in the intention that recalls 
Angelico, though the work is possibly of an earlier period. The 
stature and forms of the figures are not without elegance ; but 
the half-closed eyes, the small mouth and chin, and the absence 
of all feeling betray a very inferior artist.^ The miraculous Annun- 
ciation of the SS. Annunziata at the Servi of Florence is a repetition 
of the fresco of S. Mark and seldom visible to profane eyes.^ Hence 
the absence of an opinion upon it may be pardoned. A third 
Annunciation at S. Basilio, which doubtless perished in the demoli- 
tion of that church (a.d. 1785), completes the series of paintings at 
Florence to which Vasari alludes.® Continuing his journey through 
Italy, adds Vasari, CavaUini painted in the north transept of the 
Lower Church of San Francesco at Assisi a Crucifixion and other 
incidents of the Passion of the Saviour. These are still in existence, 
but the biographer seems to have confounded Pietro CavaUini 
with Pietro Lorenzetti. The character of the painting is not 
Giottesque, either in distribution or in composition, or in character, 
type, drawing, drapery, ornament, or colour. It is Sienese, and of 
the school of the Lorenzetti. Nor is it possible, in aU the subjects 
that have been enumerated, to trace any variety of hand. The 
school of Giotto is sufficiently represented at S. Francesco of Assisi 
to render aU mistake impossible. Were there any trace of the 
Giottesque in the paintings assigned to CavaUini, it might be granted 
that Vasari was right. CavaUini, who was great, especiaUy when 
he foUowed the designs of Giotto, and who revealed his Eoman 
education when he had not Giotto for a guide, cannot be the author 
of paintings which bear the unmistakable stamp of the school of 
Siena ; and Vasari, by assigning them to him, simply contradicts 
his own description of the style of CavaUini. But that Vasari put 
the materials of this life together at haphazard is sufficiently proved 
at Orvieto, where he assigns to CavaUini the frescoes in the chapel 

^ Not the slightest resemblance can be traced in this Annunciation to 
those in the church of S, Maria in Trastevere at Rome. 

2 Vas., vol. ii., p. 85. See also in Richa, Ohiese Piormtine (fol; Flor., 
1754), vol. viii., p. 89, a chapter on this Annunciation with a supposed 
criticism by Michael Angelo. The tradition at Florence was that the Virgin’s 
face was painted by an angel. 

® Richa, Ghiese, vol, i., p. 292, quotes Baldinucci, who assigns to Pietro 
CavaUini a fourth Annunciation preserved in the church in OrbateUo at 
Florence. Vas., vol. ii., p. 83-4. He adds, the altarpioce bears the date 
of 1485, which destroys the whole theory of Baldinucci. Yet it is probable 
that the date is that of the ornamental frame, not of the picture. 
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del SS. Corporale,^ paintings of a third-rate order, signed by their 
author, Ugolino di Prete Ilario. That Cavallini was a successful 
sculptor need excite no surprise, were it proved that he executed 
any works of that kind. The examples of the Cosmati were near 
at hand and numerous at Rome, but the wooden Saviour on the 
Crucifix in S. Paolo fuori le Mura (Chapel del Crocifisso) ^ is of that 
colossal and developed anatomy which betrays the age of Donatello 
more than that of Cavallini.^ 

Vasari, uncertain as to the period in which Cavallini Hved, 
says : “ His works were about the year 1364, and he was buried in 
S. Patil at Rome.” ^ He gives an epitaph wliich seems as much 
entitled to credit as that celebrated one in which Archbishop Turpin 
consecrates the church of SS. Apostoli at Florence in the presence 
of Roland and Oliver.^ 

The only disciple of Cavallini, according to Vasari, is one 
Giovanni da Pistoia. Such an artist existed in the fourteenth 
century at Pistoia, and a few lines may be devoted to him at the 
proper time. 

1 Vas., vol. ii., p. 84. ® Ibid., p. 86. 

* This Crucifix is, according to Pistolesi {annof, to Vas., p. 84, vol. ii.), 
the same mentioned by Vasari. If so it deserves attention only for a 
miraculous conversation between the crucified Saviour and S. Brigitta in 
1370. Vas., vol. ii., p. 84. 

* Vas., vol. ii., p. 85. 

® Vas., Proemio, vol. i., p. 210. [It will thus be seen that everything 
Vasari says of Cavallini is altogether untrustworthy, and must be received 
not only with caution but with a profound scepticism. Had Crowe and 
Cavalcaselle seen the work of Cavallini in S. Cecilia in Trastevere, they might 
have repudiated Vasari’s tales about Cavallini being Giotto’s assistant as well 
as the other assertions of that romance writer.] 
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ADORATION OF THE MAGI 
From the Mosaic ia S. Maria in Trastevere, Rome. 



THE NATIVITY 

From, the Mosaic in S. Maria in Trastevere, Rome. 



THE ANNUNCIATION AND THE NATIVITY 


CHAPTER IV 

NICCOLA AND GIOVANNI PISANI 

Whilst the sister arts of building, sculpture, and painting revived 
at Rome during the thirteenth century, Pisa distanced every rival 
in plastic delineation. Previous to that time she had distinguished 
herself by an active trading spirit, and by the creation of a navy 
which claimed and vdelded a natural supremacy. Her galleys were 
the dread of the Saracens, whom she assisted to expel from Sicily, 
and she had alternately subdued or favoured the small trading 
cities of the west and south coasts of Italy. Commerce yielded 
natural fruits in power, wealth, and influence, and these entitled 
Pisa to hold the foremost rank in the regeneration of art. Niccola, 
usually called Pisano, or the Pisan, was the chief of a school which 
restored to sculpture some of its past greatness. He was the fore- 
runner of an army of men who accomplished much for Italy, and 
who deserve the place which a grateful posterity assigns to them. 
But he is entitled to further consideration as one who gave an 
unexpected impulse to “an art which had sunk into the deepest 
decay. It is less for the purpose of giving a full and precise account 
of Italian sculptors than with the intention of elucidating the 
course of the Pisan revival that the following sketch is attempted. 

. Previous to Niccola Pisano, sculptors existed in most parts of 
Italy, and humbly illustrated, amongst others, the cities of the 
Centre and the North. Florence had not as yet taken the lead in 
painting, and was not to envelop sculpture in her influence till later. 
But in Pisa, Pistoia, Lucca, and other towns, examples of the twelfth 
and thirteenth centuries were numerous. With the assistance of 
these it may be possible to satisfy the following inquiries. 
Firstly : Was not Niccola the sole representative of the greatness 
of sculpture in the middle of the thirteenth century in Central Italy ? 
Secondly : Was n^Jt the art of Pistoia, Lucca, and Pisa one from 
which no good cultivation was to be expected ? The earliest 
sculptures of Pistoia are those of Gruamons, who carved scriptural 
scenes of the rudest kind on the chief portal of S. Andrea and on 
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the architrave of the lateral portal of San Giovanni Fuorcivitas. 
Both are inscribed, the latter with the words : 

GRUAMONS MAGISTER BONUS EEC. HOC OPUS 

but the epithet bonus ” applied to one so poor is a telling comment 
on the art of the time.^ 

Contemporary with Gruamons was one who, in 1167, executed 
in relief the Saviour in the midst of the apostles on the architrave 
of the chief portal of S. Bartolommeo in Pantano. This rude work 
is inscribed 

RODOLE (?) NO. S.P. ANNI DOMNI MCLXVII.^ 

At S. Andrea again, the reliefs on the pilasters of the chief portal, 
representing incidents from the New Testament, are the defective 
work of one signing himself 

MAGISTER ENRICUS ME EECIT. 

Equally rude with the sculptors of Pistoia in the twelfth century 
were those of Lucca, one of whom, Biduinus, executed in low relief 
a subject on the architrave of the portal of the ex-church of San 
Salvatore, which he inscribed with the words : 

BIDUVINO ME EECIT HOC OPUS. 

in style as defective £is the Latin of the inscription. The period in 
which Biduino lived is revealed in the bas-reliefs cited by Morrona, 
at San Cassiano near Pisa.^ He was an artist of the close of the 
twelfth century, and neither better nor worse than Gruamons of 
Pistoia. Eobertus, his contemporary at Lucca, executed incidents 
taken from the Old Testament on a baptismal font, to the right 
as one enters the church of S. Frediano. He was a sculptor less 
defective than Gruamons.^ One of the completest monuments 
of the twelfth century, however, is the quadrangular pulpit of 
S. Michele at Groppoli,^ the faces of which represent, in low reliefs 

^ The date 1166 and the sculptor’s name are inscribed. Both are cor- 
rectly given in Morrona, Pisa Illustrata (Livorno, 1812), vol. ii., ’p. 33. 
[The inscription shows us that Gruamons was assisted by his brother 
Adeodato. Of. Venturi, op. city vol. iv., and Raymond, Le Sculpture Floren- 
tine ; Lea Pr^ecesseura de Vecole Florentine . . . (Florence, 1897).] 

2 [Morrona, op. city vol. ii., p. 37, gives the sculptor’s name in the in- 
scription as Rodolfin or Rodolfinus.] 

3 Signed : “ hoc opus quod cernis biduinus docte peregit. undeoies 

CENTUM ET OCTOGINTA POST ANNI TEMPORE QUO DEUS, EST PLUXERANT DE 
VIRGINE NATUS.” MOBBONA, vbi SUp., vol. iL, p. 39. 

* His font is inscribed : ** mill . . . e cli robertus biagist ...” 

5 How the oratory of the Villa Balpino— five miles on the’ ^ad from 
Pistoia to Pescia. 
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of soft stone, incidents from the New Testament.^ A mutilated 
inscription may still be read as follows : 

HOC OPUS FECIT FIERI HOC OPUS [^^c] GUISCARDUS 

PLEB ANNO DNI MIL. CLXXXXIIII.^ 

Defective as those of Gruamons at S. Andrea, the figures of 
Groppoli are cut into the flat without any sort of rounding. The 
incidents are in the old traditional forms, but represented by one 
living in the infancy of art. The figures, like slender dolls, have 
draperies marked by rectangular or circular incisions. The flat 
square heads form but one plane with the neck. The limbs hang, 
as it were by threads, together, the features being merely scratched 
on the surface.^ 

About the close of the twelfth century, Bonamico seems to have 
been extensively employed at Pisa. Bas-reliefs that may be 
assigned to him, on the curved comice or frieze of the east gate of 
the Baptistery, represent the Redeemer, the Virgin, and S. John, 
with apostles and angels.^ The same flat surface, the same forms 
indicated by incisions, may be noted here as at Groppoli ; and 
perfect identity of style with that of a tomb in the Campo Santo, 
reveals the artist, whose name is inscribed there : 

OPUS QUOD VIDETIS BONUSAMICUS FECIT P. EO ORATE.^ 

A life-size figure in a niche of the Duomo, near the gate of S. 
Raineri, exhibits the same style and manner. Yet it may be 
observed that the figures of Bonamico are shorter and stouter than 
those of Groppoli,® That this sculptor lived at the close of the 
twelfth century is apparent from the resemblance of his work to 
others of that time. The Baptistery of Pisa was foimded in 1153 

^ The Visitation, the Nativity, and the Flight into Egypt. A serpent 
at one of the angles supports the desk- The pulpit rests on columns whose 
capitals are filled with heads of animals and monsters, whose bases rest on 
the backs of lions. Of the latter, om uaws a man, the other a dragon. 

2 CiAMPi, op. cit, p. 28, gives W inscription minus the word “ Guis- 
cardus.” ^ 

^ An archangel killing the dragon, of old above the portal and now 
transferred into the church, is an example of the same style. 

4 Half-lengths. 

^ This tomb, to the left of the entrance in the Campo Santo, is carved 
with the Savioiir enthroned, in the act of benediction, in an elliptical glory, 
the symbols of the four Evangelists, and the Lamb and star. Beneath is 
a figure of David playing,. not intended for tliis tomb, but by the same hand, 

« The annotators of Vasari cite an inscription in the church of Mensano 
near Siena as follows : “ agla, opus quod videtis bonusamicus magister 

FECIT. PRO EO ORETIS.’’ 

As appears from Sardo’s Chron. in Archivio SioricOf vol. iv., p. 83, with 
funds in part granted by Roger, King of Sicily — by Deotisalvi, as is vouched 
I. ■ G 
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and remained incomplete till 1278. It may therefore be inferred 
that Bonamico was one of the first artists employed there. 

A better sculptor, but still of feeble powers, was Bonanno, who 
executed in the Duomo of Pisa, in 1180, bronze gates which perished 
in the sixteenth century and, in 1186, those which still close the 
portal of the Duomo at Monreale.^ These gates represent in high 
relief forty-three scenes of the Old and New Testaments, and appear 
from a comparison with Ciampini’s engravings of those of Bonanno 
at Pisa, to have been cast in the same mould. Nor can any sensible 
difierence be perceived between these and the gates of the south 
transept of the Duomo of Pisa.® Various and sometimes ludicrous 
are the conjectures of historians respecting the origin or authorship 
of the latter. All agree in considering their sacred subjects in 
high relief as grotesque and exaggerated.^ Yet they are less 
defective than the reliefs of Gruamons or Biduino, and cannot be 
of an earlier period than the middle of the twelfth century. The 
date may indeed be defined almost with certainty by observing 
the mode in which the Crucifixion was represented. The Saviour 
was exposed on the Cross with a nail to each foot. The body was 
slightly bent and the head inchned towards the Virgin, standing at 
the base of the instrument of death. The eyes were closed. The 
Redeemer on the Cross was never depicted with closed eyes in 
the eleventh century. At S. Urbano in Rome, and S. Angelo-in- 
Formis, He may be seen alive and serenely suffering. It was not 
till the twelfth century, as at S. Clemente (Rome), that the idea 
of agony and death was expressed. The south gate of the Duomo 
of Pisa may therefore be assigned to that time and to Bonanno, 
who thus appears as an artist continuing and but slightly improving 
the art of sculpture, as it found expression in Pistoia,® 

for by the following inscription on a pilaster : “ M.cLm. mense atjg. etjndata 
voiT HEO ECCLESiA,” and on an opposite one : “ deotisalvi magister 

HUJUS OPERIS.” Of the same architect is S. Sepolcro of Pisa, inscribed on 
a marble, “ hit jus opebis fabbicator ds te salvet nominatur.” 

^ The gates of Bonanno were dated 1180. They perished in a fire, 
October 25 (Pis. style), 1596. Morrona, vM sup., vol. i., p. 169-70, 

2 The gates of the Duomo of Monreale by Bonanno are inscribed : 
“ MCiiXXXVi. IND. HI. BONATsrarus GIVES PisANUS ME FECIT.” They represent 
thirteen scenes from Genesis, seven from the patriarchs and prophets, twenty- 
three from the New Testament. 

* Called gates of S. Raineri. 

* Morroua, whose patriotism cannot be denied, vol. i., p. 314-15. 

® Bonanno may be the same who, in 1152 to 1164, gave designs for the 
walls of Pisa (see Muratori). The sub|ects on this gate are : the Annuncia- 
tion, the Visitation, the Birth of Christ, the Adoration of the Magi, the 
Presentation in the Temple, the Plight into Egypt, the Massacre of the 
Innocents, the Baptism of Christ, the Temptation, the Transfiguration, the 
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With scarcely perceptible progress, sculpture was practised in 
Parma at the close of the twelfth century (1178-96) by Benedictus,’- 
respecting whom the reader may study the following excerpt : 

On the pilasters and lunette of the northern gate in the Baptistery 
of Parma, he carved the roots of Jesse and of Joachim, and scenes from 
the hfe of the Saviour and S. John the Baptist.^ On the pilasters of 
the eastern gate, the Seven Works of Mercy, the parable of the Labourers 
in the Vineyard ; on the architrave, the Resurrection, and in the lunette, 
the Last Judgment ; on the third gate a medallion of the Saviour in 
benediction, with the Lamb and S. John the Baptist at His sides ; and 
in the lunette, the Trees of Good and Evil, and allegorical subjects ; in 
the body of the building various episodes. His name was carved on 
the architrave of the northern gate : “ bis binis demptis ankis de 
MILLE DUCENTIS INCEPIT DICTUS OPUS BCOC SCULPTOE BENEDICTUS.’’ 

All these reliefs are in the manner of Benedictus, whose works 
in the Duomo deserve greater attention, and may serve as a better 
illustration of his manner. He executed in 1178 a Descent from the 
Cross in the third chapel to the right of the chief entrance in the 
Duomo. Without shrinking from the apparent difficulty of the task, 
he executed this work in high relief similar to that of the bronze gates 
at Pisa, and crowded together about twenty-two figures within a 
frame cut out in patterns filled up with black. Traces of gold and 
colour on some of the figures reveal the custom of colouring carved 
work, common to most countries of the Continent at this and a later 
time. The Saviour, a long wooden form cut into the flat with scarcely 
any rounding, was supported tenderly by Joseph of Arimathaea, whilst 
the right arm, freed from the Cross, was held by the Virgin and an 
angel in a horizontal flying position. Between the Virgin and Joseph, 
a figure holding a cup and gathering the blood from the Saviour’s side, 
was inscribed “ ecclesia exaltatur.” Behind the Virgin, S. John, 
whose melancholy resignation was not ill rendered, and the three 
Maries, completed the composition. The feet of the Saviour were 
still separately nailed to the Cross, as well as the left arm, which 
Nicodemus on a ladder was in the act of removmg. At the foot of 
the Cross, a priest with drooping head seemed crushed by the hand of 
the angel Raphael flying horizontally and reproaching him in the words 
of the inscription, ‘‘ vere iste filius bei eeat.” Near the priest 
is the centurion who believed, and a row of persons, in front of whom 
the dicers are playing for the garment. The figure of the Saviour, 

Kesurrection of Lazarus, the Entry into Jerusalem, the Wasiiing of the 
Feet, the Last Supper, the Capture, the Crucifixion, the Descent to Limbo, 
Christ at the Sepulchre, the Ascension, and the Death of the Virgin. 

1 [Benedetto Antelami, cf, Buegkhardt, op, cit^ mib nom. ; Reymonb, 
op. cit., pp. 39-43 ,' and Venttjbi, op. cit.^ vol. iii., p. 294 et seq. ; and inscrip- 
tion on his work in the third chapel in north aisle of cathedral of Parma, 
given on p. 100 infra.] 

2 In the Baptism the Saviour and S. John are both concealed up to the 
middle by a mere wave. 
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wooden, and indicated in tlie nude by mere linear incisions, was not 
so long or ill-proportioned as those around Him ; nor was the head as 
repulsive as many of the period, but the closed eyes and the contracted 
brow indicated the agony endured. The angels, in horizontal positions, 
did not in the least produce the impression of flight. Their heads were, 
like those of the remaining figures, large. The draperies were straight 
and meaningless, and the embroidered borders and shppers were incisions 
stopped with colour.^ 

This primitive but curious work, exhibiting merely so much 
progress in art as might serve to place Benedictus on a level with 
Bonamico and somewhat above Gruamons and the sculptor of 
Groppoli, was inscribed : 

ANNO MILLENO CENTENO SEPTUAGENO OCTAVO SCULTOR PATUIT 
MENSE SECUNDO ANTELAMI DICTUS SCULPTOR EUIT HIC BENEDICTUS.^ 

Years continued to elapse, and sculpture remained almost in its 
primitive state. In Lucca, the front of the church of S. Martin 
was completed in 1204 by one Guidectus, who perhaps excelled 
Benedictus in the proportions of his long figures, in rendering 
movement and draperies, and defining the nude. Yet in a figure 
in high relief of S. Martin on horseback dividing his garment, great 
rudeness of execution still remained.® Later works in the portico 
of the same church, representing scenes from the life of S. Martin, 

^ The inscriptions are interesting. The high priest whose head droops 
beneath the touch of Gabriel is inscribed : sinagoga nEPONiTun.” The 
figure drawing the nail of the left arm is inscribed ‘‘ nioodeimxjs,” that of 
the figure supporting the body, ‘‘Joseph ab abimathea.” The figure 
gathering the blood from the lance wound is “ johanites nazareots,” 
the Virgin, “ s. maria,” the Maries, “ Salgme, maria jacobi, mart a 
MAGDALENE.” The sun and moon above the Cross are inscribed “sol et 
LUNA.” The Cross is of rough unhewn logs, 

2 A pulpit in S. Leonardo, near the Porta S. Miniato at Florence, still 
exists, of which Forster {Beitrdge, vbi sup., p. 13) gives an accurate 
description. It was of old in S. Pietro di Scheraggio at Florence. One of 
its bas-reliefs is a Descent from the Cross, whose composition is not unlike 
that of Benedictus of Parma. Forster’s theory, that this pulpit, being 
executed at Florence, proves the existence of a school from which Niccola 
arose, is untenable. Rumohr, noticing this pulpit, assigns it to the ninth 
or tenth century {Forschungm, vol. i., p. 252). A print of the bas-reliefs 
may be seen in Rioha, Ghieae, vol. ii., p. 18. The author affirms that the 
reliefs were originally taken in the eleventh century from the captured 
Fiesole. 

® An inscription: “mille que sex denis tbmplum eund amine jacto 

LUSTRO SUBBING SACRUM STAT PINE PERAOTO ” showS that this chuTCh waS 

founded in 1060. 

On the front beneath the last column to the right of the gallery, a figure 
holds a scroll on which is written : “ mille comi. condidit electi tam 
puLCRuis DEXTRA GUiDECTi.” Guidectus IS the architect and probably also 
the sculptor of the front. 
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allegories of the Seasons, the Saviour in glory guarded by two 
angels, the Virgin and the twelve apostles on the architrave, showed 
that, as late as 1233, sculpture must still make a weary progress 
before it could be entitled to serious admiration.^ 

Still later a sculptor of Pisa adorned the pilasters and architrave 
of the eastern gate of the Baptistery with scenes from the Old and 
New Testaments,^ the composition of which contrasted advan- 
tageously with those of Bonamico on the frieze above them. 

The figures were distinguished by a certain movement and anima- 
tion, by good proportion in their slenderness, and by fairly intended 
draperies. The principal one of the Saviour in benediction was not 
without dignity, and was technically superior in design to the Saviour 
above the portico of S. Martin of Lucca. In the accompanying Seasons, 
the incidents were conceived with spirit, and the nude recalled the 
antique. It was a work which could not date earlier than the middle 
of the thirteenth century, yet how distant from those of Niccola of 
the very same time. Not only were the conception and execution, 
compared to his, rude and primitive ; but, as in all the works of the 
twelfth and thirteenth centuries previously noticed, the creation of 
men of a different spirit and school. 

But even in 1250, Guido da Como, who executed the pulpit of 
S. Bartolommeo-in-Pantano at Pistoia, showed himself little better 
as a sculptor than Benedictus of Parma, Bonamico of Pisa, or 
Guidectus of Lucca. Guido’s composition was symmetrical, his 
forms and types animated with a gentle religious spirit, but his 
figures had repose approaching to immobility. They were long 
and slender in stature, and carved on the flat with little more art 
than those of Groppoli. Yet feeble as his talent appears, Guido 
never wanted employment, and took rank as late as 1293 amongst 
those who laboured in the cathedral of Orvieto.^ 

1 The following inscription is in the portico : “ hoc opus cepit fieri 
ABELENATO ET AUDEBRANDO OPERARH A.I>. 1233.” 

2 On the pilasters the Saviour in glory, with incidents of His life, con- 
cluding with Hia visit to Limbo, and a figure of David, the Seasons, in a 
winding ornament ; on the architrave the Sermon of S. J ohn the Baptist, 
the same before Herod, the Dance before Herodias, and the Decapitation. 

® Vasari does not hesitate to call the works of Guido da Como,. “ gofie ” 
(grotesque). Vas., 'ttJW sv/p., vol, i., p. 283. See Deixa Vaele, Star, del 
Duomo d'Orvieto, p. 263. 

The pulpit of S. Bartolonuneo-in-Tantano is quadrangular and of beau- 
tifully polished white marble. It stands in the chanting loft, and is supported 
on three pillars, the capitals of which are adorned with small figures, whilst 
the pediments rest on a winged Hon, a lioness, and a man, the first gnawing 
a basilisk, the second accompanied by her cub. The Annunciation and the 
Adoration of the Magi adorn the sides, and in the front are the Nativity, 
the Presentation in the Temple, Christ at Emmaus, his Descent to limbo. 



102 HISTORY OF PAINTING IN ITALY 

Pages have been written to support or to refute the contrary 
theories that Pisan art before a.d. 1250 was infantine or decrepit, 
but the contest rests on a simple and admitted fact ; and it may 
be sufficient to observe that Pisan art was rude and primitive; 
that in the earliest works of Pistoia, sculpture was homely in con- 
ception and childish in execution ; that in Parma and Lucca, 
though stiU rude and defective, it had a conventional Christian 
spirit ; and that in the early part of the thirteenth century, it 
maintained that spirit at Pisa without any very sensible progress 
in the expression of form. Such was the character of sculpture 
when, in 1260, Niecola Pisano completed the pulpit of the Baptistery 
of Pisa. 

This remarkable monument, erected in the form of a hexagon, 
rested upon nine columns ; viz. one, central, based on the shoulders of 
a man, a griffin, and animals, quaintly grouped together, three reposing 
on the backs of lions and a lioness with her cubs, three on simple pedi- 
ments, and two supporting the steps. A trefoil arch spanned the 
space between each of the six principal pillars ; and pilasters starting 
from the capitals regulated the ornamented cornice of the pulpit. 
In front of each of these pilasters stood a statue symbolising one of 
the Virtues. Fortitude was represented by a figure of the juvenile 
Hercules with a lion’s cub on his right shoulder and his left hand in 

his Appearance to tlie Disciples, and the Incredulity of S. Thomas. Three 
figures on one pedestal support the desk at one angle of the pulpit, and at 
the opposite one stands an angel with a book resting on the head of a horned 
monster, with the eagle above liim. 

On the border is the following inscription : 

GUIBO DE COMO ME CUNOTIS CAHMINE PROMO, ANNO DOMINI 1250. 

EST OPERI SANUS SUPEBESTANS TURRISIANUS NAMQUE 

PIDE PRONA VIGIL . . . DETJS INDE CORONA. 

The figures on the angles are better than the rest and a certain inferiority 
may be noticed in the execution of the two side reliefs as well as in the 
Nativity and the Incredulity of S. Thomas ; but the pulpit, as a monument 
of sculpture, cannot hold a high rank amongst the productions of the 
thirteenth century. See also for comparison the bas-reliefs with short, large- 
headed figures on the front of the Duomb of Modena, representing Enoch 
and Elias with the following inscriptions between them : “ inter scultores 
QUANTO SIS DIGNUS CLARET SCULTURA NUNC HONORE WILIGELME TUA ” ; 
the still ruder sculptures on the Roman Gate at Milan erected after the defeat 
of Frederick II. at Milan and inscribed “ Gerardus db castagnianega 
PEC iT HOC OPUS,” the prophets above the portal of the cathedral of Cremona 
by “ MAGiSTER JACOBUS PORRATA DE cuMis ” 1274. Anselmo da Campione 
was architect and sculptor in the Duomo of Modena in 1209. Calvi, Memorie 
(Milan, 1859). See mso the rude sculptures on the cathedral of Verona 
inscribed : “ artipicem gnarum qui sgulpserit bjec nicolaum. hunc con- 
CURRENTES lAUDENT PER SECULA GENTES.” The same epigraph with the 
date 1 135 marks the period of similar work on the Duomo of Ferrara. The 
oldest known sculptor of Siena is Gregorius, whose name and the date 1209 
according to Mtlanbsi {Storia Civile ed Artiatica di SienOt sup., p. 76), 
were on sculptures above the portal of S. Giorgio of Siena. 
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the mouth of a slain Hon ; — FideHty by a female holding a dog in her 
arms ; — Charity by a woman with an infant. Of other figures, the 
emblematic meaning was less apparent. For instance, at the angle 
near the steps, an angel was represented sitting on a Hon with a deer 
in its teeth. In one hand, he bore the stump of a sceptre, in the other 
a smaU bas-reHef of the Crucifixion. Possibly this was intended for 
the symbol of Faith. In the births of the arches four Evangelists and 
six prophets were ingeniously placed. Seven triple columns supported 
the parapet of the pulpit, and framed five bas-rehefs representing the 
Birth of the Saviour, the Adoration of the Wise Men, the Presentation 
in the Temple, the Crucifixion, and the Last Judgment. 

In these bas-reHefs Niccola displayed but elementary knowledge 
of the maxims of composition. In one of the subjects, that of the 
Adoration of the Magi a certain symmetry might be found, but 
elsewhere aH equiHbrium of mass was absent. Yet in the midst 
of an obvious imitation of the antique, and subservience of pagan 
models to Christian subjects and thought, Niccola showed himself 
gifted with a Hvely fancy, a considerable talent in the expression 
of the ruder forms of passion, such as despair, anger. But this 
pecuHarity, contrasting with a certain cold and imperfect imitation 
of old classic models, could not but unfavourably impress the 
spectator, especially when he considered the short and herculean 
build of the figures. Niccola, however, with an energy and vigour 
beyond praise, seemed resolved to allow no difficulty to repel him. 
He chiseHed his figures in the highest possible reHef , detached them 
completely, and foUowed without hesitation the old Homan system 
of sculpture. He poHshed the marble wdth most praiseworthy 
care, working it out according to a cold, conventional, but un- 
wavering system. With the drill, he cut out the comers of mouths, 
the pupils of eyes, the nostrils and ears, and stopped the perfora- 
tions with black paste. The hair and ornaments he gilt ; and 
traces of the gold are still in parts visible. None of the com- 
positions of the pulpit more strikingly iUustrates the system of 
classic imitation pecuHar to Niccola than that of the Birth of the 
Saviour. In the middle of the space, the Virgin, recumbent on a 
couch, would be a fit representation of the queenly Dido, and the 
figure behind, pointing to her with a gesture and apparently con- 
versing with an angel, is more like an empress than the humble 
foUower of a carpenter’s wife in Bethlehem ; Joseph, with an air of 
wonder, the two classic maids washing the Infant in a basin, the 
sheep on the foreground, and the episode of the Adoration of the 
Shepherds, crowded in the right of the background, are a strange 
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and confused medley of antique forms and old typical Christian 
conceptions of subject. Of Christian sentiment not a trace is to 
be found. In the symmetrical arrangement of the Adoration of 
the Magi the florid Roman style of the figures is most characteristic ; 
but the irregular proportion of the figures, as compared with each 
other, is striking. The heads are uncommonly large, especially 
in the more distant figures. The angels are not messengers of 
heaven but Roman antiques, and the horses are equally reminiscent 
of the old times of the declining empire. In the Presentation in 
the Temple, the simple groups and figures are mere imitations also ; 
whilst in the Crucifixion, the body of the martyred Redeemer 
reminds one of nothing more than of a suffering Hercules. In the 
Last Judgment, which is the finest of the series, Niccola’s vigour 
and energy found play. In the upper centre the Saviour sat 
enthroned in a fine attitude, beneath Him the elect, the damned, 
resurrection, and Lucifer. It would be difficult to find a better 
imitation of the classic nude in various attitudes than is here to be 
noticed, especially in females. Strange are the figures of the devils 
and of Satan ; the latter with a grotesque head and ears, the body 
and claws of a vulture united to legs resembhng those of an ox. 
Equally so is the figure of a devil with the body of an infant and a 
head as large as the torso, revealing the features of one of those 
hideous masks pecuhar to antiquity. This curiously conceived 
devil seems to swallow one of the arms of a sufferer convulsed with 
agony, as he lies trodden down by the claws of Satan. The same 
study of the classic was betrayed in all the isolated figures, such as 
those at the angles below the cornice of the pulpit. In the sym- 
bohcal figure of Fortitude, the movement and attitude and the 
sliort stout form recalled the antique, an antique of a coarse and 
fleshy character, but conventional and motionless.^ 

Niccola thus suddenly appears in Pisa in the year 1260 as one 
who, rejecting the conventional religious sentiment which had 
marked his predecessors and contemporaries, revived the imitation 
of the classic Roman period, and remained a mere spectator at 
first of the struggle for the new and Christian types of the early 
school of Florence. Grand in comparison v/ith Guido and his 
predecessors, whose rehgious sentiment was allied to the rudest and 

^ “ This piilpit suffered a few years ago a serious and memorable damage, 
the heads of many figures having been broken off by Lorenzino de’ Medici 
. . . to embellish and adorn his study.” Koncioni, latorie Pisane, of the 
sixteenth century, published by Francesco Bonaini in Archiv. Storico (Flor., 
1844), voL vi., p, 284. 
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most primitive execution, lie gave new life to an apparently extinct 
art, and had in common with the men of his time at Pisa nothing 
but the subject. Pagan form subservient to Christian ideas, such 
was the character of Niccola’s sculpture. To nature he owed little, 
to the Roman antique much, and hence occasional stiffness and 
coldness. In general expression, the idea of tenderness was 
sacrificed to that of masculine force and muscular fieshiness of 
knit. In form, the stout square herculean type of the Roman 
decline, somewhat conventionally generalised, was that which 
he preferred. Even his fancy and occasional vehemence in the 
delineation of suffering and pain, were imitated from the antique 
more than from nature, and the heads of his devils or of Lucifer 
were but the grotesque masks of antiquity. In composition, the 
equihbrium of the masses was seldom attended to or considered. 
In execution, the figures were detached and modelled like those 
of ancient Rome ; the marble was highly polished and worked 
with technical skill, but less in obedience to inspiration than 
to rule. 

The astonished observer pauses before this wonderful pro- 
duction of the thirteenth century, and asks whence the artist came.^ 
His memory may retrace the wonders of the chisel of Michael 
Angelo, and he may assent for a moment to the belief that Niccola, 
a miracle at his time, was a creative genius capable at once of 
transforming the art of Pisa. But this impression vanishes with 
the conviction that he is not a creative genius, and the recollection 
that the works of Michael Angelo in their grandeur still reveal 
also the greatness of Ghirlandaio and Donatello. The Ghirlandaio 
and Donatello of Niccola he cannot discover in any of the schools 
of Central Italy, any more than he can trace a single similar work 
previous to this pulpit, which is the creation of a man in the 
maturity of his talent. He will inquire, if it be possible that all 
previous efforts of the master should have perished, and he will 
smile at the baseless theory, which would found his style upon the 
imitation of a single classic monument of Pisa.^ He may then 

1 Vasari, having said in the life of Niccola that that sculptor studied 
at Pisa, affirms in that of Giovanni that he studied in Rome (vql. i., p. 277). 
[Of. Ventubi, op. cit,, vol. iv., p. 1 seg., and Idem, II Oenio di Niccola 
Pisano in Rivista d' Italia^ vol. i. (1898).] 

2 According to Vas. {vbi sup., vol. i., 258-9), Niccola, havii^ studied 
under Greek sculptors in the Duomo and Baptistery of Pisa, imitated the 
chase of Meleager carved on the tomb of the Countess Matilda in the Campo 
Santo. The chase of Meleager is a damaged monument of the decline of 
classic art. Vasari errs in supposing that it is on the tomb of the Countess 
Matilda, this monument having also reliefs, but of another subject. 
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either consign the problem to the limbo of unsettled questions or 
conclude that the artist received his education elsewhere. 

Pisa lies on the sea. She commanded in the thirteenth century 
the trade of the west coast of Italy. She had fought and made 
alliances with the Normans of Sicily and Apulia, and she was the 
protector of some amongst the small trading republics at the 
southern extremity of the Peninsula. Her population was some- 
times recruited by emigrants from the most distant parts of the 
South, and amongst these in the thirteenth century was perhaps 
one Peter of Apulia, the father of Niccola, known to the readers of 
Vasari as the Pisan. That Niccola became a citizen of Pisa, and 
hved in the parish of S. Blasius of Ponte di Pisa, is proved by records 
of certain authenticity. That his father Pietro di Apuha was dead 
in 1266 is equally certain,^ but no document reveals either his 
previous age, profession, or habitation. 

It might be presumed from the absence of all productions due 
to Niccola, before 1260, as well as from the evident uncertainty 
of Vasari’s notices, that the sculptor had not been long in Pisa 
before producing the pulpit of S. Giovanni. The question which 
remains to be answered is simply, whether in South Italy, and 
namely in Apulia, there was an art superior to that of Pisa.^ It 
has already been proved that in Sicily and on the south coast, 
mosaists of superior talents had been found by the Normans in 
sufficient number to adorn in the twelfth century many splendid 
edifices. It is equally curious and interesting to find that sculpture 
in South Italy was stiU at a high standard in the thirteenth. At 
Ravello near Amalfi — a trading repubhc devoted to Pisa — the 
cathedral of S. Pantaleone possesses a pulpit resting on columns 

1 See Rumohr, Forschungen, voL ii., p. 145 and following, and Gaetano 
Milanesi, Documenti per la Storm ddV Arte Seneae (Siena, 1854), vol. i., 
p. 146 and following. In the records Niccola is called variously ; 1266 : 

“ Magister Niccolus de parrocia S. Blasii de ponte de Pisis quond. Petri ” 
(Milanesi, vol. i, p. 146). , . . 1266, May 11: “Magister Nicolam Pietri 
de Apulia” (Ibid., p. 149). 1272: “Magister Nichola pisanus quondam 

Petri de,” An interesting question is, whether the name of the place, as 
Apulia, applies to Niccola or to his father. It has been assumed indeed, and 
we have heard it urged with reference to the surname of Apulia, that Niccola, 
being originally a Pisan, obtained it after a journey and a stay in South 
Italy. Yet the first work produced by him at Pisa is in the style of produc- 
tions existing in Apulia. 

* It may be inferred from Vasari himself, that in South Italy there were 
some very remarkable architects. The fabulous Fuccio, “ a Florentine 
architect and sculptor,” whom he invented, is considered by him to have 
completed some great monuments ; such as Castel di Capoana and the Castel 
del Uovo at Naples, the foundation of which was due to the equally fabulous 
Buono — the gates by the Volttimo at Capua, and the walls of the hunting 
park at Amalfi (Vas., p. 262, vol. i.). 
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borne by lions. The steps which lead up to the desk support a 
marble balustrade inlaid with mosaics ; and above the arch leading 
into the pulpit is a Latin inscription recording that Nicol5 Rufolo 
commissioned it in 1272 of Nicholas de Bartolommeus de Foggia. 
The key of the arch of the doorway is a fine classical bust of 
Sigalgaita Rufolo, of life size, in a diadem from which hangs a long 
rich tassel. Her hair, divided and gracefully twined along the 
ears, exposes a fine forehead and a face of oval shape. The brow 
and eyes are noble, the nose regular, and the features elegantly 
chiselled and broadly carved. The neck is massive. Nicholas de 
Bartolommeus of Foggia evidently studied the antique like his 
contemporary Niccola at Pisa, and perhaps better models. The 
two styles are essentially similar. The marble has the same high 
polish and technical execution. The use of the drill is common 
to both, on the capitals of the door are other portraits, one a male 
profile, less happily rendered, but still of the same hand. Had not 
the name of Nicholas been united to that of Bartolommeo of Foggia, 
thereby proving the existence of two contemporary sculptors of 
different families, the busts of RaveUo and the pulpit of Pisa might 
have been assigned to one hand. Foggia was in the thirteenth 
nentury the ordinary residence of the Emperor Frederick II. 
Della VaUe, in his Letter e Saned,^ devotes two chapters to prove 
that monarch’s patronage of art, and mentions coins of his reign 
as worthy of serious admiration. His palace at Foggia was erected 
in 1223, and on the solitary arch of it which now remains may be 
read the following inscription : 

ANNO AB INCARNATIONE MCCXXm M. JUNII XI. IND. REG. 

DfJo S FREDEBICO IMPERATORI REX SEP. AUG. A IH. ET 
REGIS SICILIA XXVI. HOC OPUS EELICITEB INCEPTUM PPHATO 
nffo PERFICIENTE, 

SIC CESAR FIERI JUSSIT OPUS PTO [?PRECEPTO] BARTOLO- 
MEUS SIC CONSTRUXIT ILLUD.^ 

Bartolommeus, the architect of Foggia, may possibly be the 
father of Nicholas the sculptor of the pulpit of RaveUo. 

The pulpit is not the sole monument in S. Pantaleone. Of equal 
interest though of an earlier time are the bronze gates, in com- 
partments, representing subjects from the Passion of the Saviour, 

^ Della Valle, Lettere Sanesi, vol. i., p. 205 and following. 

* It is amusing to find Della Valle, L&ttere Sanesi, vol. ii., p. 20, change 
the words ?to into pis. in order to prove that Bartolommeo of Foggia is 
the same as Bartolommeus Pisanus, a bell-founder at Pisa in the thirteenth 
century. This theme Moreona (Pisa lUust., vol. ii., p. 97) extensively 
develops. 
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executed, as appears from the inscription, for Sergio Muscetola and 
his wiie Sigelgaita in 1179.^ The compositions of these gates are 
those of the early Christian time, but well ordered as to space, 
and fiUed with animated figures of somewhat slender forms. In 
character they recall to mind the fine mosaics of Cefalu and Palermo, 
and exhibit the same moving principle in the artist. Gates from 
the same casts may be seen at Monreale, rivalling those of Bonanno, 
and signed by the artist, whose name is inscribed “barisanus 
TEAXENS is ME FECIT.’’ At Traiii itseK is a third edition of them,^ 
and thus in South Italy, as early as the tweKth century, and three 
years earher than Bonanno, a sculptor of Trani is traced, who 
so far surpasses the Pisan that one might say his art is new and 
admirable. Trani, Foggia, both in Apulia, seem to have had 
good and intelligent artists in the twelfth and thirteenth centuries, 
sculptors in every sense superior to those of Pisa,^ and one of them, 
Nicholas di Bartolommeo, so like Niccola of Pisa in style that 
their works may be confounded. It is therefore neither contrary 
to fact nor to experience to suppose that Niccola of Pisa was a born 
Apulian, and that he was educated in that country. It might 
be urged indeed that in the inscription of the pulpit of Pisa he is 
called Pisanus, but every citizen had a right to that qualification 
after he had taken the freedom. It might be argued that Nicholas 
of Foggia was a pupil of Niccola of Pisa ; but if so, might it not be 
natural to expect that history should record his presence elsewhere 
than in the South of Italy, where his work is alone preserved, and 
would not his style have made a nearer approach to the later one 
of Giovanni ? 

It is a remarkable circumstance that one of the earhest works 
which Vasari attributes to Niccola Pisano is the tomb of S. Domenico 

^ Here the Saviour Deposed from the Cross, and the Christ at the Limbo 
are counterparts of the same scenes repeated in contemporary miniatures and 
paintings. The Saviour is crucified with the feet separately nailed, as usual 
up to this time. 

2 The gates at Monreale are divided into seven coiuses of four com- 
partments separated from each other by somewhat heavy ornaments con- 
taining medallions with semi-figures. The two central upper compartments 
contain the same figure of the Saviour, with S. John on the left and S. Elias 
on the right. The four next subjects are the Crucifixion, the Resurrection, 
the Virgin and Child, and S. Nicholas. In the third, fourth, fifth, and sixth 
are apostles. The seventh course contains a genius, an archer, and the 
arms of D. Giovanni di Rohan. 

® There were many monuments of classic art at Naples in the thirteenth 
century. Even now see S. Paul of the Theatines rebuilt on the site of a 
temple of Castor and Pollux, the antique lower course and statues being 
preserved with figures of Apollo, Jupiter, Mercury, and what not at PiBstum, 
Reggio, Locri, Sibari, Tarentum, Brindisi, EHs, Raise, Pozzuoli. 
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at Bologna, executed, he says, in the year 1231,^ but which was 
only completed in 1266-7 by Pra Guglielmo. No records have 
ever confirmed the biographer’s assertions respecting the erection 
or remodeUing, in the earlier part of the century, of edifices in 
divers parts of Italy by Niccola Pisano,^ whilst in many instances 
these assertions have been positively contradicted. The oldest 
records of the Duomo of Siena (1229) ^ make no mention of Niccola 
Pisano gis being present at the foundation of that edifice ; and, 
as the annotators of the edition of Vasari sensibly afiirm, the 
biographer, after having stated that fact, contradicts himscK 
when he afterwards declares that the Sienese commissioned of 
him the pulpit of their Duomo because “ the fame of that of Pisa ” 
had reached them.^ The fame of Niccola would have been gi-eat 
long before the year 1260, had he, as a Pisan, executed the numerous 
works which are assigned to him previous to that date. It w^as 
on the fifth of October that he signed a contract in the Baptistery 
of Pisa, where he was then apparently employed, with Fra Melano, 
supervisor or operarius of the cathedral of Siena, ^ by which he bound 
himself to the following conditions : 

Firstly : That he should, between October and the November next 
following, deliver at Siena eleven columns of white marble with the 
necessary capitals, and sixteen smaller pillars and slabs for the erection 
of a pulpit in S. Maria. He was also to furnish the lions or pediments, 
which probably were to be found ready made at Pisa. Secondly : From 
and after the next month of March he was to reside at Siena until 
the pulpit was finished, and to accept no other commission ; but he 
was, if he desired it, to have, four times a year, a fortnight’s leave to 
visit Pisa, either for the purpose of giving coimsel in the matter of the 
completion of the Duomo and Baptistery there, or for his own business. 
Thirdly : In the same month of March he was to bring with him to 
Siena Ms pupils ArnoKo and Lapo, who were, likewise, bound to remain 
at Siena till the pulpit was completed. FourtMy : The price of the 
marble columns and slabs was fixed at sixty-five Pisan pounds, the 

^ Vas-, vol. i., p. 260. 

2 Ernst Forster ft.ffirms that he saw a record at Pistoia proving that 
Niccola worked in the Duomo in 1242, Tlie record itself he does not give. 
Was he quite sure of the date ? See Bciirdge, vbi sup., p. 61. 

3 Rumohr quotes original records of pajunents for work in the Duomo 
of Siena as early as 1229 {Forschungen, vbi sup., vol. ii., p. 124). Gaetano 
MiiiANESi, going back still further, SuUa Storki Civile ed Artistica Senese 
(Siena, 1802), p. 59, notices Bellamino, who in 1198 restored the Fonte 
Branda, which was repaired anew in 1248 by Giovanni Stefani, then capo- 
maestro of the Duomo. 

* Vasari, vol. i., ann. to p. 266. 

5 Vasari erroneously states that Guglielmo Marescotti was podest5, of 
Siena at this time. See annot. to Vas., vol. i., p. 267. 
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daily pay of Niccola at eight, that of liis pupils six Pisau ‘‘ solidos,” 
besides bed and lodging. Fifthly: If Johannes, the son of Niccola, 
declared himself ready and willing to work under his father, he should 
receive half the salary of the latter. Sixthly : None of the sculptors 
were to be subject to any real or personal service in the republic of 
Siena. Seventhly: Breach of contract on either side was forbidden 
under a penalty of £100 Pisan.^ 

It was not long before this last clause threatened to become a 
serious charge. Arnolfo had not made his appearance in Siena 
in May of the follo%ving year, and Fra Melano issued a peremptory 
injunction to Niccola to fulfil the contract. This done, the pulpit 
was commenced, and about November of 1268 completed, Niccola, 
Giovanni his son, and Arnolfo, Lapo, Donato and Goro, Florentines, 
being employed together in its erection.^ 

The pulpit, of octagonal form, rested upon nine columns, four of 
which were supported on lions and lionesses, four on simple pediments 
and the central one upon a group of nine figures in half relief. Seven 
bas-reliefs covered the faces of the pulpit. Firstly: the Nativity. 
Secondly : the Adoration of the Magi. Thirdly : the Presentation in 
the Temple. Fourthly: the Flight into Egypt. Fifthly: the 
Massacre of the Innocents. Sixthly : the Crucifixion. Seventhly : the 
Last Judgment. 

The Nativity, One of the finest groups in this relief is that of the 
women washing the infant Saviour. The latter, however, of a powerful 
and bony build, is essentially classic in form. 

The Adoration of the Magi, It would be dijG&cult to find a finer 
group in this century than that of the Virgin and Child adored by the 
kneehng king, who kisses the Saviour’s foot. The foreground figures 
on horseback seem to be copied from the Roman antique. 

The Presentation in the Temple is ill ordered and over-crowded ; The 
Flight into Egypt simple and not ill rendered. 

The M^sacre of the Innocents, Niccola had an opportunity here 
of e^ressing action in the most varied forms ; and the movement 
of single figures is accordingly fine and forcible ; whilst some faces 
are remarkable for character and expression. One cannot but mark 
in the vehemence of gesture of soldiers tearing babes from the grasp 
of their mothers, or in the act of IdlHng them, a certain tendency to 
exaggeration. Yet it is obvious that Niccola’ s treatment of these 
groups was of service to later artists and even to Giotto. The Massacre 
of the Innocents is, however, a subject in which even the great Florentine 
found some difficulty to conciliate action with good distribution, and 

1 See the origiiial document in Rumohb, Forachungen, vol. ii., p. 145 and 
follo^ng, and Milanesi, Doc. Sen., M sup., vol. i., p. 145 and following 

2 KUMOHR, Mudanesi, vhi sup. 
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Niccola is here less successful in arranging his groups than in the pulpit 
of Pisa. 

The Crucifixion. The student of Roman classic form vdll find it 
here, but Niccola endeavoured, as it would seem, to combine classicism 
and the study of nature ; hence a perceptible want of unity. Not only 
was the Christian ideal of the divine nature of the Redeemer absent 
from the mind of the sculptor, but he lost the conventional nobleness 
of the classic form in a painful reahstic study of nature. The Saviour 
is here less after the Roman antique than in the pulpit of Pisa, but he 
is also worse proportioned. The thorax is that of Hercules, and the 
arms disproportionately short. In the group of the fainting Virgin, 
to the left of the Cross, the head is painful in expression and large for 
the frame, and the draperies are of many and meaningless folds. The 
angels about the Saviour’s head are short and defective. 

The Last Judgmerd. The same faults mark the Saviour distributing 
blessings and curses and the Saviour crucified. Here is httle repose 
or dignity, but a mixture of conventional classic form with realistic 
anatomy. The proportions are defective, but the arms, instead of 
being too short, are too long, whilst the torso is small. The angels 
around the throne are heavy and colossal. The nude figures in the 
foreground, rising from their graves, are presented in various attitudes 
and positions to the spectator, and are frequently remarkable for 
elastic and natural movement. In the Inferno, Lucifer is again a 
monster with the head of a grotesque mask, the ears of a dog, the 
horns of a bull, the legs of a vulture, and the talons of a griffin. Double 
groups of figures superposed adorn the angles of the pulpit and repre- 
sent allegorically the Virtues, angels, and scriptural subjects. In the 
birth of the trefoil arches are fourteen prophets. But the most 
interesting and admirable productions in the whole pulpit are those 
which adorn the base of the central octagonal pillar. Here Astronomy 
is symbolised by a female holding a book and looking through a level ; 
Grammar by one teaching an infant; Dialectics by an old female 
in contemplation ; Rhetoric by a woman wearing a diadem and holding 
a book; Philosophy by one with a cornucopia, from which flames 
issue ; Arithmetic by a female writing on a slab, and so with Geometry 
and Music.^ If the allegory be imperfectly conceived, it is less the 
fault of the artist than of the person who gave him the subjects. Each 
figure as a work of art is fine and in admirable movement. 

The inequality which may be traced in the various parts of 
this noble monument is perhaps assignable to the diversity of 
talent in the pupils employed by Niccola. StiU the compositions, 
all doubtless by him as director of their joint efforts, betray less 
regularity and order in distribution than those of Pisa. The study 
of the antique which is sufficiently displayed everywhere, was 

^ See the dissertation upon the mode of representing the seven sciences 
in CiAMPi’s Letters of Gio. Boccaaxi (Flor., 1827), p. 101 and foUowing. 
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varied by an evident reference to nature, and precisely where this 
occurred the master’s ability was least visible, and he produced 
defects of proportion and even of flesh and muscular form.l The 
fancy and Liveliness of spirit which characterised Niccola at Pisa 
were illustrated anew and without repetition at Siena. But though 
he now varied his somewhat arbitrary study of the classic with the 
imitation of nature, he showed no symptoms of rehgious feeling, 
and his work, fine as it is, remains somewhat cold and classic 
in beauty. 

Omitting for the present the tomb of S. Domenico, which, as 
already remarked, is more properly a monument executed by Fra 
Gughelmo, one may trace the hand of Niccola in the beautiful 
fountain of Perugia, where, amongst the figures ^ which adorn the 
angles of the upper basin, his peculiar style may be noticed,^ whilst 
in the reliefs of the lower basin, the allegories of the seasons, the 
sciences and the arts, display the broader style of his son. 
Giovanni indeed appears to have overtaken Niccola. In the fountain 
of Perugia (1277) he revealed power in distribution, in reproducing 
energetic types and chastened movements, and, in the study of 
the nude, a genius not merely imitative or reahstic, but creative.^ 
Father and son worked side by side in more than one great monu- 
ment in the cities of Italy from the early years when Giovanni, as 
a youth, was admitted at a low salary to share the labours of the 
pulpit of Siena, to the later ones when the fountain of Perugia was 
completed and when S. Margaret of Cortona was restored.^ The 
noblest monument of their chisel, or of their school, the Deposition 
from the Cross in the lunette above the portal of S. Martin of 

1 [This was not so much “ a reference to nature ” perhaps as a new 
influence — a French influence — which suddenly appeared in Tuscan sculpture. 
The two pulpits are well compared by Reymond, O ' p . cU.^ p. 72 et seq. A 
study of French influence in Tuscan sculpture is badly needed.] 

2 One of those figures is now replaced by one quite modem. 

3 \Gf. Reymond in Arch. St. delV Arte (1895), fasc. vi. He attributes 
the statuettes to Niccola and the fifty bas-reliefs to Giovanni Pisano or 
Arnolfo Fiorentino. See also P. d’Angona, La JRap'presentazioni allegoriche 
delU Arti liberali nel Medio Evo ecc. in V Arte, vol. v., fasc. v.-xii.] 

^ Tlie inscription on the fountain of Perugia, recovered not long since 
from beneath the plaster by Professor Massari, proves that the works up 
to 1277 were conducted by Niccola and Giovanni. Arnolfo is not mentioned 
in it, though he seems after 1277 to have been released for the completion of 
the fountain by Charles I. of Anjou. Annot. to Vas., vol. i., p. 269-70, and 
Mariotti (A.), Leitere Pittoricke (Perugia, 1788), pp. 24, 25. 

5 According to Vasari, Niccola restored the Pieve di Cortona, and founded 
the church of S. Margaret in the same city. Vas., ubi sup., vol. i., p. 268. 
Morkona pretends that this was in 1297, yet Niccola had then been dead 
some years. He read in the Campanile the names of “ Niccola and 
Johannes ” ; if so the date is false. Morrona, Pis. lUmt., vol. ii., p. 69. 
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Lucca may be admired as the perfection of an art which, developing 
itself at Pisa, Siena, and Perugia, seemed at last but to await 
Michael Angelo to bring it to perfection. No example of the century 
can be said to have combined in the same degree skill in composition 
and grouping with boldness of attitude, foreshortening, and vigour 
of handling ; a deep study of nature and anatomy with lofty 
character and expression. 

The body of the Saviour, still supple m death, had just been taken 
from the cross, and was held in the powerful grasp of Joseph of Arima- 
thsea. On his shoulder the head, recumbent on the outstretched arm, 
hung powerless. That arm the Virgin tenderly embraced, whilst 
S. John carefully upheld the other. Nicodemus strove to extract the 
nail from one of the feet. A youthful soldier near the evangehst, leant 
on a stafi and, grasping the hilt of his sword, seemed inspired with the 
wish to avenge the cruel agony of the Saviour. At His feet knelt one 
with a sponge on a plate waiting for the washing of the body, whilst 
behind the Virgin stood two of the Maries. In the Saviour’s supple- 
ness of Hmb and frame, j&ne foreshortening, and perfect proportion, 
in the figures around, force allied to natural movement, might fetter 
the attention of the most careless spectator ; whilst the more critical 
observer, remarking a certain squareness of stature and a slight over- 
charge of drapery, some feebleness of frame and classic imitation 
in the females, might point to these as the only defects that could 
possibly be noticed. If compared with the earlier works of Pisa and 
Siena, it would be admitted that the artist had gradually freed him- 
self from much of that merely imitative character which previously 
marked the school, and had given power and animation to figures 
by the study of nature ; yet that, to the last, religious sentiment 
remained as foreign to his mind as it was later to that of Donatello 
or Michael Angelo. 

Equally interesting, as a monument of the revival under the 
teaching of Niccola and Giovanni, is the tomb of S. Margaret in 
the church dedicated to that saint at Cortona, where excellent 
distribution of space and grouping, combined with progress in the 
rendering of form and varied character in expression or attitudes, 
mark one of the finest productions of mixed architecture and 
sculpture in the thirteenth century. 

The body of the tomb resting on three brackets in the wall of the 
door of the sacristy is adorned with four bas-reliefs representing inci- 
dents from the life of the saint — S. Margaret taking the vows — receiving 
the holy benediction^ — sick in her cell — and on her deathbed after 
receiving the sacred oil. Nothing cotdd be finer as regards composition 
than these episodes. Beneath the brackets, the miracles of S. Margaret, 

I. H 
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her cure of the sick and lame, and the casting out of a devil at her 
shrine, axe represented with equal power and intelligence. Some 
shortness and squareness of form may be noticed in figures which are 
otherwise of fine proportions and natural attitudes. A slight over- 
charge of drapery detracts at times from the beauty of the groups, 
as in the lunette relief of S. Martin at Lucca ; but the monument as 
a whole is one of the great works of Pisan sculpture. On the slab of 
the tomb lies the statue of S. Margaret beneath a dais held up by two 
angels — the whole within a double-pointed trefoil recess, supported 
on each side by twisted columns crowned at the pinnacle with statuettes, 
and supported in the centre on a bracket leaning upon a figure with 
a scroll. An airy hghtness in the architecture, a harmonious sub- 
ordination between it and the sculpture, form, together with the 
arrangement and execution of the bas-reliefs, an excellent whole. 


Vain is the attempt to ascertain exactly the authors of such 
monuments as these. To Niccola nothing can be assigned later 
than 1278 ,^ at which period he is noted with the fatal quondam,^ 
but it must not be forgotten that, besides Fra Guglielmo, whose 
knowm works are inferior to those under consideration, Giovanni, 
Arnolfo, Lapo and his brothers Donato and Goro, existed and shed 
some lustre on the architecture and sculpture of the thirteenth 
century. 

Vasari affirms that Niccola worked in the Badia a Settimo, that he 
executed the old Palazzo of the Anziani at Pisa and other palaces and 
churches. No records remain to prove or disprove these assertions. The 
church of San Michele in Borgo at Pisa is not by Niccola, but by his pupil 
Fra Guglielmo. The building of the campanile of S. Nicol6 at Pisa is of 
uncertain date, and the author not proved to be Niccola. Equally arbitrary 
is the assertion that Niccola gave the design of S. Jacopo of Pistoia, this 
chapel of the cathedral being of older date, but altered and restored in 
different periods (Tolomei, Quida di Fisioia^ vbi sup., p. 11). He laboured 
at S. Jacopo according to Ciampi, Not. Ined., p. 122, in 1272-3. The Santo 
at Padua is not acknowledged as a work of Niccola, though Vasari assigns 
it to him (Selvatico, Quida di Padova ptr gli Scienziati). He may be the 
architect of the Chiesetta della ]\Iisericordia and the church of the Santa 
Trinit^i at Florence ; but the convent of Faenza w£is only founded in 1281, 
previous to which time Niccola died. {Annot. to Vas., vol. i., p. 266.) That 
Niccola was not at the foundation of the Duomo of Siena has been suggested 
in the text ; and as for the church of S. Giovanni of the same city, it was 
not commenced till after 1300. (See proofs in annot. to Vas., vol. i., p. 272.) 
There is nothing to prove or disprove the assertion of Vasari as to Niccola 
having in 1254 enlarged the Duomo of Volterra (Vas., vol. i. p. 267) ; and 
the same may be said as to S. Domenico of Arezzo (ibid., p. 277). Of 
Niccola's repairs in S. Domenico at Viterbo and works at Naples, there are 
no authentic records. 

® Vasabi, vol. i., p. 271. See further the original record of 1284 in 
Milaistbsi, Doc. Sen., vol, i., p. 163, in which he is noted as dead. How 
then could Niccola he the author of bas-reliefs in the Duomo of Orvieto, 
an edifice only commenced in 1290 ? (Vas., vol. i, p. 268.) 
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Of Arnolfo, who, according to Vasari, was born in 1232 ^ and 
learnt drawing from Cimabue,^ little more is known than that he 
is not the son of Lapo, but of one Cambio of Colle ^ di Val d’Elsa, 
that he was a disciple of Niccola, and worked under him at the pulpit 
of Siena. Numerous architectural monuments have been assigned 
to him ; and there is no doubt that in 1310 he died in possession of 
the title and ofiftce of chief architect and sculptor of S. Reparata of 
Florence.^ Time has dimmed the lustre of his services as a sculptor ; 
and most of the works assigned to him have perished except the 
tomb of Cardinal de Braye, executed, according to Della Valle, in 
1280, at S. Domenico of Orvieto,^ Supported on brackets high 
up in the right transept of the church, this monument is, like those 
of the Cosmati at Rome, a mixture of mosaic, sculpture, and 
architecture. The body of the cardinal lies on the slab of the 
sarcophagus, whose sides are adorned with mosaics. A pointed 
trefoil tabernacle supported on twisted columns is pointed at the 
apex and sides with statuettes of a square Roman build.® It might 
have been possible to judge of AmoHo’s style, had his work at 
S. Paolo, Rome, been preserved.’’ Of Lapo, who likewise aided 
Niccola in Siena, the followmg records are preserved : 

^ Vasari complaiiis in the life of Arnolfo that he is unable to discover 
the arcliitects of the Certosa of Pa^da and the Duomo of Milan. Bonino da 
Campione laboured in the Duomo in 1388-93. The Certosa is due to 
Bernardo da Venezia in 1396. See Calvi, Notizie (Man, 1859). 

* Vasabi, vol. i., p. 249. 

® Gate, Carteggio inedito (Flor., 1839), vol. i., p. 445, publishes a record 
of April 1, 1300, granting to Arnolfo certain privileges at Florence. 

* See the authentic record of his death, note 2 to p. 255, vol. i., of Vasabi, 
vhi 8up. [It has been suggested by Fbey (in MiaceUanea Storica della Val- 
delaa, vol. i., fa;SC. ii., p. 86 et aeq.) that Arnolfo di Cambio and Arnolfo 
Fiorentino the pupil of Niccola were two persons. This has been contested, 
and remains apparently unsettled. Vasari says Arnolfo died in 1300, 
gives very precise details for once. Frey has shown that here Vasari is 
nearer the truth than his editors, who have read a date in the Necrologio di 
S. Beparata followmg the entry of Arnolfo’s death as though it concerned 

1 ^-] ^ . 

* This tomb, according to Delia. Valle, Storm del Duomo di OrmetOy 
p, 248, was inscribed “ hoc opus pecet abnolpus.” 

* Vasari does not say that Arnolfo was employed in South Italy. Yet he 
was not unknown to Charles I. of Anjou, who, in a letter dated September 
1277, recommends him to the authorities of Perugia as Magister Amulfus 
de Florentia, and one of ability to continue the works of the fountain wliich 
had been all but finished by Niccola and Giovanni. Mabiotti, LeUere, td)i 
aup., pp. 24, 25 ; Richa, Chieae, tom. vi., p. 17 ; Rumohb, Forsohungen, 
vol. ii., p, 155. 

^ Here he executed the dais of the high altar, with four statues upon 
it of Peter, Paul, and two other apostles. “ Somewhat short in build but 
fine,” according to Rumohr. The following inscription was on this work, 
which perisiiod in 1823: “hoc opus pecit abnolpus, cum socio petbo. 

ANHO miLENO CENTUM BIS ET OCTUAGENO QUINTO, SUMME 1)S = Q, HIC ABBAS 
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In company of his brothers Donato and Goro, he petitioned 
for and obtained the freedom of the city of Siena in 1271-2 ; and 
the records which authenticate that circumstance prove further 
that the father of the family was Ciuccio di Ciuto of Florence. 
In 1284 Lapo was architect of S. Angelo in CoUe ; and in 1289 he 
was deputed by the government of Siena to destroy the property 
of the Cacciaconti.^ Donato was in 1277 superintendent of the 
works at the bridge of Foiano on the Merse,^ and employed at 
the Fontebranda outside Siena.^ Goro repaired in 1306 the 
fountain of Follonica,^ and brought up three sons, Neri, Ambrogio, 
and Goro, in his profession. Of their works in sculpture no trace 
remains. 

Fra Guglielmo, apparently the oldest of Niccola’s pupils, left to 
posterity monuments inferior to those of his master. He entered 
the Dominican order as a lay friar in 1257,^ and spent his years of 
novitiate in the convent of the fraternity at Pisa, an edifice which 
had already been completed in 1252.® The chief monuments of 
his chisel are the bas-reliefs of the tomb of S. Domenico at Bologna. 
The mortal remains of that saint had originally (1221) been co nfin ed 
in a wooden bier, from which they were removed with considerable 
pomp twelve years later, in presence of the Archbishop of Ravenna 
and the magistrates of Bologna (May 23, 1233).^ Enclosed on this 
occasion in a simple urn of stone, they remained sealed until the 
completion of a marble sepulchre, whose execution was entrusted 
to Niccola and Fra Guglielmo. The former, however, being bound 
by his contract at Siena, can scarcely have contributed more than 
the designs and composition of reliefs, which were only completed 
in 1267. 

This work by Guglielmo comprised several incidents of the life 
of S. Dominic and his disciples on the sides of a quadrangular tomb.® 
In one of the fronts, the saint restores to life the youth Napoleon; 

BAETHOLO]!HEXTS = FECIT OPTJS ITERIsSIBI TU DIGNARB MRBBI.” — {For8- 

chungen, vol. ii,, pp. 156-7.) [The tabernacle escaped the flames ; it is still 
in S. Paolo fuori le Mura. Though injured and restored, it is stiU substanti- 
ally Arnolfo’s work.] 

* ^ G. IMilanesi, M sup. Docuinenti, vol. i., p. 154. 

2 Ibid., p. 154. » Ibid., p. 166. * p. 154. 

® Chron. of S. Gaterina of Pisa^ in ArcMvio Stor. Italiano, Ser. i., vi., 
p. 468. 

® Aimali, MSS., p. 4, in Arch. Stor., vbi sup., vol. vi., p. 468. 

7 Marchess, Memorie, etc. (Flor., 1854), vol. i. p. 70. 

8 The tomb was completed with a cover by Maestro Niccola quondam 
Antonii, of ApuKa, in 1469, with statuettes by later artists, and a base by 
Alfonso Lombardo (Marohbsb, libi sup., pp. 74-80). 
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in the second the books of his doctrine are saved from the fire which 
consumed those of the Manicheans of Languedoc; between the two 
is a statuette of the Virgin and Child. On the opposite front, three 
scenes of the life of the Beato Reginald of Orleans — S. Dominic appear- 
ing in a dream to Pope Honorius III. and supporting the falling church. 
Honorius examining and granting the rules of the order. On the short 
sides, S. Dominic receives the Gospels from S. Peter and S. Paul, 
entrusts the same to his disciples ; and angels bring food to the followers 
of the nascent brotherhood of the order. At the four angles are the 
Four Doctors of the Church. 

Fra Guglielmo in the execution of these subjects preserved, 
but enfeebled, the style of Niccola ; imparted to the figures but 
little character, expression, or design; overcharged the draperies 
and crowded the groups. The tomb, as a monument of the time, 
was, however, no contemptible proof of the extension of the influ- 
ence of Niccola, who on the occasion of the transfer of the remains 
of S. Dominic succeeded in obtaining leave to be present at the 
ceremony. Guglielmo, as a brother of the order, naturally expected 
and received no pecuniary reward for his labour ; but to repay 
himself for the trouble and time he had expended, and also that 
he might enrich his own convent of Pisa with a precious and 
inestimable relic, he stole one of the ribs of S. Dominic and carried 
it away with him, incurring thereby, had his ofience been knoum, 
the penalty of excommunication. The theft fortunately was not 
noticed ; and it was only on his deathbed that Guglielmo confessed 
and rejoiced the hearts of his brethren with the news that S. Catherine 
of Pisa was richer by one rib of S. Dominic than had been hitherto 
supposed.^ 

From Pisa Fra Gughelmo seems to have proceeded to Pistoia, 
where he executed, most probably in 1270, the pulpit of S. Giovanni 
Fuorcivitas, traces of his name and the foregoing date having been 
discovered in the records of Pistoia and on the pulpit,^ which 
besides (and this is more to the purpose) displays his style and 
hand. In form it was quadrangular, with four rehefs on two of 
the faces and two on the third, representing scenes from the New 
Testament.^ Whilst here the vigour with which Niccola compen- 

1 Chron. of S, Gath, of Pisa in Mabchese, ubi sup., p. 86, vol. i., and 
Arch. Storico, vol. vi., p. 467. A bone of S. Dominic is preserved in S. Marco 
at Florence (Ricjha, vii., p. 160). 

* See Tiqbi, Quida di Pistoia (Pistoia, 1854), p. 223. 

® Representing — 1. The Annunciation and the Visitation. 2. The Nativity 
and the Adoration of the MagL 3. The Saviour Washing the Feet of the 
Disciples. 4. The Circumcision. 5. The Deposition from the Cross. 
6. C&ist at the Limbo. 7. The Asc^ision. 8. The Descent of the Holy 
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sated the frequently defective distribution of his groups was 
wanting, the general characteristics of his composition and manner 
were reproduced. Without the marked squareness or shortness 
of stature, without the peculiar classicism of Niccola, the style was 
still far from that of one who as a member of a religious fraternity 
might have desired to impart a purely devotional spirit to his work. 
In the angel with the symbols of the Evangelists, the finest figure 
of the pulpit, some repose and Christian feehng might be detected ; 
but in general, the heads, large for the small frames, were of the 
cold, imitated Roman style. Fra Gugfielmo was employed in the 
loggia of the Duomo of Orvieto in 1293,^ and as late as 1313 at 
S. Michele in Borgo of the Camaldolese of Pisa.^ He died in the 
convent of S. Catherine of Pisa, having been fifty-seven years of 
the Dominican order.^ 

If Vasari were to be credited, Giovanni Pisano had sufficient 
proficiency in 1264 to produce a marble tomb at Perugia for the 
remains of Urban IV.'^ This assertion it would be idle to discuss, 
since the tomb had perished in Vasari’s own time. That Giovanni 
was hardly considered capable of great labours as late as 1266 is 
proved by the low salary which he received at Siena. In a few 
years, however, he progressed so as to rival Niccola and exhibit, 
in the fountain of Perugia, qualities of a new and superior order. 
As an architect he executed, shortly after his father’s death, the 
Campo Santo, ^ and the ornaments of S. Maria della Spina at Pisa,^ 
whose external colonnades, niches, and statuettes were evidently, 
and not in the best taste, by him and his pupils.^ Still earlier 

Spirit. 9. The Saviour Appeamg to the Virgin and Apostles. 10. The 
Death and Ascension of the Virgin. In the angles were six apostles, and 
in the middle of the front face the angel with the symbols of the Evangelists. 
Supported on the wall by two brackets, the pulpit rests on two colurons 
reposing, as usual, on the backs of lions. 

1 Della Valle, Stor, del Duomo di Orvieto, uhi av/p,, p. 263, 

2 See inscription to that effect, transcribed in Moblona, Pis, Illuat., 
vol. ii., pp. 101-2. 

^ Chron. and Annals of S, Gath, of Pis. in Mabchesa, libi sup., vol. i., 
p. 398. One of Fra Guglielmo's pupils was Fazio, a lay brother Dominican, 
who died 1340. See Chron. of S. Catherine of Pisa, in Arch. Stor., vol. vi., 
p. 504. 

^ Vasaei, vol. i., p. 269. 

* Commenced in 1278. See the original inscription to that effect in 
Vasari, p. 271, vol. i, 

« Ibid., p. 271. 

^ Vasari, vol. i., p. 271, says the Virgin and Child on the pinnacle of 
La Spina is by Giovanni. The height is great for a critical examination, 
but the cast reveals the hand of Giovanni. He mentions also a portrait of 
Niccola there. In the life of Andrea Pisano he adds that, in La Spina, Nino 
produced a portrait of his father. Has he not confounded these portraits, 
which do not exist, with a statue of the apostle Peter ? 
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than this, he might possibly have been the author of the external 
additions to the Baptistery of Pisa, by which that ancient edifice 
was in 1278 incrusted with balconies, arches, pillars, and statuettes ; 
and the old frieze of Bonamicus on the eastern gate was crovmed 
by a standing figure of the Virgin and Child between two saints, 
one of whom, S. John, introduced to her the youthful kneeling 
figure of one Pietro.^ Here Giovanni laboured in that grand 
style which marked his work at Perugia, a style by which other 
works of the same period might likewise be distinguished. The 
life size Virgin and Child in the interior of the Campo Santo ^ may 
be placed amongst this class, and admitted as one revealing in the 
master a feeling of grandeur allied to a study of nature in its happiest 
mood. The infant’s playful smile pleasantly contrasts with the 
classical features of the Virgin, her antique profile and broad 
fleshy throat, and under the artist’s hand the marble seemed to 
represent elastic forms, articulations that promised motion, hands 
not without elegance, and draperies of considerable breadth, A 
tabernacle on the front of one of the gates of the Campo Santo 
likewise enclosed six statues of saints, and the architecture as well 
as the sculpture did the Pisan honour.® From Pisa, in 1283, to 
Naples, where he is said to have enlarged the Castel Nuovo, Giovanni, 
says Vasari,^ wandered and laboured, and thence, retiring north- 
wards again, he became in 1284 a citizen of Siena ^ and probably 
capo-maestro of the Duomo. That for some time previous to 1288 
he had occupied that high and responsible ofhce is certain,® Hence 
it might be doubted whether he did more than furnish a design 
and the assistance of his pupils for the erection of the altar in the 
cathedral of Arezzo and the chapel of the Ubertini family in that 
edifice.’’^ Vasari, who dwells with peculiar care on the artistic 

^ Beneath the Madonna is the inscription : “ sub petri cura putt hjeo 
PIA SCXJLPTA PIGURA NICOL NATO SCULTORE JOHE VOCATO.” Vassri SayS 
the kneeling figure is Pietro Gambacorti, operaio of the Duomo, which the 
annotators deny. They might have notie^ that the relief is not on the 
Duomo but on the Baptistery. 

2 Beneath the first fresco of Benozzo GozzolL 

® Of the same period perhaps is the Virgin and Child on the pinnacle 
of the front of the Duomo. [Quite so. But the tabernacle over the gate 
of the Campo Santo towards the Duomo was made after the death of 
Giovanni, and was probably the work of the sculptor who made the 
Gherardesca monument in the Campo Santo. His name has not come 
down to us. The kneeling figure, by some said to be Pietro Gambacorti, is 
probably a portrait of the man. Gf. L. B. Supino, JE^isa (Bergamo, 1905), 
pp. 55, 60.] 

* Vasari, vol. L, p. 272. Castel Nuovo was commenced in 1279, by 
Charles I. (Camera, Annali del Regno di Napoli, vol. i., p. 322). 

5 Milanesi, M sup. Bod., vol. i., p. 163. 

* Ibid., vol. iii., p. 274. ^ Vasari, vol. i., pp. 272-3, 
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monuments of his native city, devotes two pages to a description 
of this altar, which being situated in the middle of the church was 
visible from all sides. Yet the ememble of heavy and inelegant 
architecture, ill distributed as to space, and filled with figures of 
feeble frames and large heads, and draped in ugly festooned vest- 
ments, was far from displaying either the talent or the peculiar 
style of the great Pisan sculptor. The compositions are Invariably 
ill ordered. In one of the reliefs representing the Crucifixion, the 
Saviour is shown as a man of attenuated frame, large head, and 
protruding ribs. The Virgin, one of the chief figures, supported on 
each side by Honorius IV., as Gregory the Great, and S. Donato the 
protector of Arezzo, is feeble as to form and type, and the remain- 
ing figures vulgar in feature and lame in attitude. The technical 
execution is in parts slovenly, and the marble rudely worked. 

During 1288, and through 1290, 1295, and 1299, Giovanni re- 
mained at the head of the works of the Duomo of Siena, ^ under- 
taking at times other labour, and incurring penalties and fines for 
its non-completion or for breach of contract, yet he was so necessary 
and so difficult to replace that the government preferred to absolve 
him from liabihty rather than force him to a precipitate departure.^ 
He might therefore in these years have visited Florence, where, 
however, no work by him exists,^ and Bologna.'* In 1299 he aban- 
doned Siena for a time, and resided apparently in Pisa, where 
amongst the first productions of his chisel was an ivory for the 
canons of the Duomo, ^ and possibly a Virgin and Child carved in 
the same substance now in the sacristry of the Cathedral. He may 
then perhaps have executed for S. Pietro in Vinculis, at Castel S. 
Pietro near Pisa, the bas-reliefs of a font seen there by Morrona,® 
and inscribed with his name and that of one of his pupils.^ 

^ Mii^anesi, Doc. Sen., vol. L, pp. 161-2. 2 ibid., pp. 161-2. 

3 The bas-reliefs of the font of S. Giovanni of Florence, assigned to him 
by Vasari, cannot be his, as they 6ire dated 1370. (See annot to Vas., vol. i., 
p. 274.) The Virgin and Child, between two angels, in the lunette above 
the door leading out of the church into the canonry of S. Maria del Fiore 
in Florence, is of a meditative character, and expresses a religious sentiment 
unknown to Giovanni Pisano. The softness which pervades these figures 
is more characteristic of Nino da Pontedera. Vasari assigns to Giovanni 
the arclntecture of the Convent of the Nuns, the restoration of S. Domenico 
of Prato. But the latter could not be restored, since it remained unfinished 
till 1322. (See annot. to Vas., vol. i., p. 276.) 

^ At Bologna, says Vasari, he restored the choir of S. Domenico. Vas., 
vol. i„ p. 274. 

^ ihe original record of the order and the price in Mobeona, uhi sup., 
vol. ii., pp. 422-3, and Ciampi, uhi sup., p. 123. 

® MoBiiONA, tiM sup., vol. ii., p. 86. 

^ “mAOISTEB JOANNES CUM DISCIPUUO SUO LEONARDO EEGIT HOC OPUS 
AD HONOBEM DEI ET SANCTI PETRI APOSTOU.** 
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Pistoia next claimed his presence ; and at S. Andrea, in 1301, 
he completed a pulpit, whose bas-reliefs were almost the same as 
those which he immediately afterwards undertook at Pisa, and in 
a style not much differing from those of his father at Pisa and 
Siena. In composition he was still deficient, and in rendering 
form frequently unfortunate ; yet in his representation of the 
Saviour he less imitated the antique than Niccola, and made a 
nearer approach to the less Roman but feebler models of Fra 
Gughelmo at S. Giovanni Fuoreivitas. His Inferno, not so fantastic 
perhaps as that of Niccola, and unlike those of Pisa and Siena, 
was presided by the usual strange figure of Lucifer holding a toad 
in his hand. In the Last Judgment, the Saviour, of bony form 
and somewhat rude extremities, seemed to accept from the Virgin, 
separated from Him by the emblem of the Cross, the good souls 
who had gained a place in Paradise at His side. On His left an 
angel, struggling with one of the condemned, offered an example 
of bold conception and execution. In the Crucifixion the Saviour 
was bony, small, and lean, and the thieves defective in form, whilst 
the group of the fainting Virgin on the left of the Cross was a 
reminiscence of the art of Niccola. Amongst the episodes relative 
to the Magi, one group, representing the angel warning them in a 
dream not to return to Herod (Matt. ii. 12), was essentially worthy 
of attention, the angel being amongst the fine productions of 
Giovanni. Equally good was the relief of the Nativity. But the 
best portions of the pulpit were undoubtedly the statues in the 
angles, amongst which that of the angel with a book, and sur- 
rounded by the signs of the three remaining evangelists, was the 
most splendid classical group he had yet produced — ^remarkable 
alike for firmness of attitude and animation — and impressed in 
the features with the character of an antique Alexander. Here, 
as it is natural to suppose, the master was assisted by pupils to 
whom the feebler portions of the monument may be assigned,^ 

^ The following inscription gives the name of the author and the date 
of the execution : 

I^ATOE DE Tnmi REM CEPTAM COPUnO FINI. 

CURE PRESENnS SU3 PRIMO MILLE TRICEilTIS 
PRINGEPS EST OPEBIS PLEBANXJS VEL BATOR ERIS 
ARNOLBUS BICTUS QUI SEMPER SIT BENEBICTUS. 

AJIBREAS UNUS VITELIil QUOQUE TIMUS 
NATUS VITAU: BENE NOTUS NOMINE TAU 
BESPENSATORES HI BICTI SUNT MELIORES 
SOUIiPSIT JOHANNES QUI EES NON EGIT INANES 
NICHOLI NATUS SENTIA MEUORE BEATUS. 

QUEM GENUIT PISA BOCTUM SUPER OMNIA VISA. 
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He surpassed himself, however, in a small monument at 
S. Giovanni Evangelista of Pistoia — a font resting on a central 
group of three and supported at the angles by four figures of Virtues, 
which were thus represented together in classic attitudes, expres- 
sion, and movement. This was a monument which required no 
religious feeling, and to which the style of Giovanni was admirably 
appropriate ; and hence it may be called the finest production of 
the master. 

Returning to Pisa in 1302, Giovanni commenced there the pulpit 
of the Duomo,’^ which afterwards suffered from a most unfortunate 
dismemberment, having been deranged, and part of the bas-reliefs 
set aside and fixed to the wall in an upper passage.^ If, however, 
this pulpit be in thought restored to its original form, it still offers 
the same qualities and deficiencies as that of Pistoia.^ In the 
Crucifixion the Saviour was stiU of a lean and attenuated form, 
anatomically studied, but ugly, whilst the group of the fainting 
Virgin was an improvement on previous ones. As before, the 
best of the reliefs was that of the Birth of the Saviour, in which 
the composition was fairly distributed and the movements were 
both natural and animated. In the centre, the Virgin, in a grand 
attitude stiU reminiscent of the antique, raised the veil which covered 
the Infant asleep on a cushion. More to the left, Joseph sat ; 
whilst near him the Saviour was held, preparatory to being washed, 
by a woman feeling the temperature of the water poured out by 
another female. In the upper space, the episode of the angel 
appearing to the shepherds was new, though in a form frequently 
repeated subsequently, and, amongst others, under the same laws 
and maxims, by Ghiberti in the north gate of the Baptistery of 
Florence — a fact which need cause no surprise, as it only proves 
that in the fifteenth century artists returned anew to the study 
of the classic, and took up the art where it had been left by the 
great Pisan. In the Flight into Egypt, the Virgin seemed to play 
with the smiling Saviour as she sat on the ass, accompanied by 

^ Commissioned by Borgogni di Tado, as appears by the inscription, for 
which, see Moerona, vbi sup., vol. i., p. 336. 

2 This took place in the sixteenth century, after the fire which destroyed 
many of the monuments of the cathedral. See Moreona, tibi sup,, vol. i., 
p. 299. 

® The pulpit in its present shape was put together under the super- 
intendence of the operaio Coeli in 1607. Morrona, ubi sup., vol. i., p. 302. 
[The pieces of the pulpit now in the Museo Civico are not altogether perfect. 
For instance, two pieces besides those mentioned, the Nativity of S. John 
Baptist, and the Condemned, remain in the parapets of the choir of the 
Duomo. Cf. StTFuro, op, dt, p. 68.] 
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the youthful Joseph, a most interesting group, common to Giovanni 
and to the Giottesques. On the other hand, the ignoble figure 
of the Saviour at the column showed that when the sculptor 
sought to imitate nature with more than usual closeness he was 
but the more imperfect in rendering form. The remaining rehefs 
of the Massacre of the Innocents and the Adoration of the Magi 
were marked by considerable action, and nothing more. The Last 
Judgment, with the Resurrection and Paradise, may be seen in 
the wall above the door of the sacristy in the Duomo, and exliibit 
similar defects to those already noticed in the Saviour of Giovanni 
at Pistoia.’- The pulpit, as Vasari declares, was inscribed : 

LAUDO DEUM VEEUM PER QUEM SUNT OPTIMA EEEUM 
QUI DEBIT HAS PUEAS HOMINI FOEMAEE FIGUEAS ; 

HOC OPUS HIS ANNIS DOMINI SCULPSEEE JOHANNIS 
AETE MANUS SOLA QUONDAM, NATIQUE NICOLE 
CUESIS UNDENIS TEECENTUM, MILLEQUE PLENIS . . . .^ 

During the nine years expended at intervals on this work, Giovaimi 
is said to have laboured to erect the tomb of Benedict XI. ^ in the 
church of S. Domenico at Perugia. It was a very fine monument, 
resting on a base under a painted tabernacle supported by vending 
columns. On the tomb lay the statue of Benedict exposed to 
view by two angels holding back a curtain,^ and supjiorting a cover, 
on the summit of which were a statuette of the Virgin and Child, 

Amongst other isolated portions, one, representing four Evangelists in 
one block with their symbols, and a kneeling figure in front of S. John 
Evangelist, seems to have been the central support of the monument, and 
displays the best qualities of Giovanni in classic heads and draperies, fleshy 
articulations, and animated movement. 

Other bas-reliefs have been brought together in the choir of the cathedral, 
evidently forming part of an old p^pit, representing — 1. the Annunciation. 
2. The Birth. 3. The Presentation, 4. The Adoration of the Magi. 5. The 
Flight into Egypt. 6. The Massacre of the Innocents. All but the first and 
last are in the manner of an inferior artist. (These four bas-reliefs were 
formerly a part of a pulpit in the church of S. Michele in Borgo of Pisa. See 
comments of Francesco Bonaini to the Cronaca del Gonvento di Santa 
Gaterina, in Archo. Storico, vi., p. 472, and Moreona, Pis, lUmt., voL iii., 
p. 167, who assigns them to Fra Guglielmo.) The Annunciation and the 
Massacre seem more in the style of GiovannL In the pulpit of the Duomo, 
the figures on the angles — of the Saviour with His right hand on His breast, 
and holding a book, three prophets and four Evangelists — seem to be by 
Giovanni. Other remains, also by him, for instance, a base with the eight 
sciences — are now in the Campo Santo, Ho. 136. 

^ This inscription is incomplete, and gives only the date of the com- 
pletion of the pulpit. But it appears [annot. to Vas., vol. i., p. 277), from 
another inscription in a pilaster outside the church, that the monument was 
commenced in 1302, 

® Benedict XI. died in 1304, and was buried at Perugia. 

* On the faces of the cover four half-figures of prophets. 



124 HISTORY OF PAINTING IN ITALY 

a bishop and a monk presenting a kneeling ecclesiastic. Yet in 
the style of the sculpture a softer and less energetic manner than 
that usual to the Pisan might be traced. Still it is possible that 
he may have entrusted the design to some of his pupils.^ 

As regards the bas-reliefs on the front of the cathedral of Orvieto, 
which Vasari assigns to Niccola, Giovanni, and other artists whom 
he generahses under the name of “ Tedeschi,” ^ it is at the present 
time impossible to fix either the date of their completion, or the 
names of the numerous sculptors who assisted in producing them.^ 
Della Valle, in the Storia del Duomo di Orvieto, had reason to 
complain of numerous gaps in the collection of records which he 
consulted. He therefore assumed some facts and invented others, 
and thus added to the confusion which he might have helped to 
clear. A few facts may to a certain extent elucidate the question. 
The Duomo of Orvieto was commenced in 1290, and the founda- 
tion was laid amidst great rejoicing by Pope Nicholas IV. in 
that year. The author of the original plan has hitherto remained 
unknown, and Della Valle’s assertion, that Lorenzo Maitani of Siena 
was appointed to make it, is supported upon no records. It is 
suspected indeed by the diligent Gaetano Milanesi,^ that Lorenzo 
Maitani was not born till 1275, so that he would have been Giteen 
years old when the Duomo was founded.® The greatest sculptor 
employed at the cathedral in the first years after its foundation 
was Ramo di Paganello de ultramontis,” a master who, after the 
commission of some ofience against the laws of Siena, had been 
exiled and then pardoned in 1281. Ramo remained in Siena, and 
found employment in 1288 in the Duomo under Giovanni Pisano, 
who was then chief of the works. That the Orvietans should have 
engaged Ramo is almost a proof that they were unable to secure 
the services of his superior Giovanni Pisano — nor indeed is there 
any record to confirm the assertion of Vasari that Giovanni laboured 
there. With Ramo di Paganello in 1293 were Jacobus Cosma of 

^ Vasari notices a Virgin and Child with two kneeling children on one 
side, and the Emperor Henry II. by Giovanni above the portal of the Duorno 
facing the Campanile, and Morrona saw the ruins of it. See Vas., vol. i., 

p. 278. 

2 And who are probably men of Como. 

® [Cf. L. Fumi, Jl Duomo di Orvieto e i suoi restauri (Rome, 1891), and 
L. Douglas, Orvieto Cathedral, in Architectural Review, June, 1903. The 
reliefs on the pilasters of the facade were executed between 1310 and 1321, 
in part by Lorenzo Maitani, in part under his supervision.] 

^ Doc, Sen,, vhi mp., vol. i., p. 173. 

5 [Lorenzo Maitani was Q>pp<^ted capo-maestro in 1310. He was brought 
from Siena to buttress the falling walls of the Duomo.] 
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Rome,^ Fra GugKelmo of Pisa, Guido, and a number of other 
sculptors from Como. No trace of a superior or guiding spirit is 
to be found at the works of Orvieto Cathedral in the earlier time 
of its erection. They had been sufficiently advanced in 1298 for 
Boniface VIII. to read the Mass there ; but the state of the edifice, 
and the irregular manner in which it had been raised, were made 
evident in 1310, when the council of the cathedral, upon the election 
of Lorenzo Maitani to the office of ca'po-maestro, was fain to confess 
that the church threatened to fall in, and that it was necessary 
to rebuild the wall “ ex parte anteriori.'' The bas-reliefs of the 
front sufficiently prove that sculptors of different periods executed 
various parts of them ; and as the labours of the edifice lasted till 
1356 under Lorenzo and his son Vitale Maitani, it is apparent that, 
in addition to works that might have been completed in the loggia 
at an early time, others of a much later period were used.^ 

The principal ornaments of the front are four pilasters, of which 
the two central ones are finely composed, and exhibit figures in bold 
action and broad drapery, but short and square in frame. The two 
pilasters on each side are a mixture of two or more styles, the upper 
portion of both being in the manner of the central ones, the lower of a 
later character. Taking, for instance, the first pilaster on the left, 
representing scenes from the Creation to the settlement of the children 
of Noah : the Creation of Adam and Eve, in the lowest course, is a 
fine composition, full of truthful and natural movement, no longer in 
the conventional and sculptural forms peculiar to Niccola and the 
continuators of his maimer, but by one who sought to follow, and if 
possible to improve upon, nature. The nude had not hitherto been 
rendered with more spontaneity or force ; nor is it possible to find 
anything approaching it except when, later, Giotto shed his influence 
on the schools of Italian sculpture. They may therefore be by Andrea 
Pisano.® The Temptation, and Adam and Eve hiding at the voice of 
the Lord — the Expulsion, and our first parents labouring by the sweat 
of their brow — the sacrifice of Cain and Abel, and the murder of the 
latter, were of that advanced art which seemed to foreshadow the 
manner of Pollaiuolo. Noah teaching his children, Tubal Cain and 
Seth in the uppermost course, were no longer in the same style, but 
revealed, in their short and square figures, the manner of the followers 
of Niccola. The second pilaster was devoted to the genealogy of the 

^ [Boito says Jacobus was more than eighty years old when he worked 
at Orvieto. <7/. Boito, ArchiteUura del M&dioem in Italia (Milano, 1860), 
but L. Douglas, op. cit., tells us he was among the first masters at work 
there.] 

^ See for all these facts. Doc, Sen,, tibi sup., vol. L, p. 173. 

® He is proved to have been capo-maestro of Orvieto with his son Nino 
in 1347-9. Annot. to Vas., note to vol. iii., p. 11. 
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house of David, and terminated at the upper part by a relief of the 
Crucifixion. The third was occupied by incidents from the life of the 
Saviour, admirably composed and grouped, but recalling, hke the 
second, the styles of Niccola and Giovanni’s followers. In the fourth 
pilaster, the upper course, representing the Saviour in glory, was of the 
same class ; but the lower compartment, far diSerent, exhibited more 
modern types, and seemed the perfection of the manner of Giovanni 
Pisano. 

It would have been difficult to find a more fertile fancy, greater 
skill in rendering form, more vigour or character in the beginning 
of the fourteenth century, than were exhibited in the resurrection 
of the dead from their graves, and in the agonies of tortured souls 
in the Inferno. Here, Lucifer was no longer the quaint hybrid 
of Niccola and Giovanni, but a monster in a more human form, 
writhing with bound hands, and supported by hissing dragons, 
whose scaly frames were twined round his. The most inexhaustible 
invention seemed hardly taxed by the variety of pain inflicted and 
endured by the sinners ; nor would it be easy to :fcd more truthful 
imitations of nature in the most varied motion than in the figures 
of those in the grasp, or hanging from the jaws, of the devils. Such 
life and motion might weU have caused wonder in Signorelli when 
he laboured in this very Duomo, and in Michael Angelo, whose 
imaginative mind might be struck with the ingenuity of one in 
whom he could recognise a spirit akin to his own. The author of 
these rehefs no longer rendered the short and heavy forms of the 
school of Niccola, but more slender and active ones, in good motion, 
with well-jointed Hmbs and extremities, and animated features.^ 

Above the architrave, a carved and coloured Virgin and Child 
was represented, by Andrea Pisano, seated beneath a dais supported 
by six angels.2 In the front of the edifice were statues of prophets, ^ 
some of which have been considered to recall the style of the later 
Sienese, Agostino and Agnolo.^ 

Giovanni Pisano died, says Vasari, in 1320,® leaving unfinished 
the works of the cathedral of Prato, but having completed at least 
the chapel of the Sacra Cintola. He was buried in the Campo 

^ Above the pilasters are the symbols of the Evangelists in bronze ; 
one of them modem. 

^ See the authoritative statement of this in notes to Vasaei, vol. iii., p. 11. 

® Three of which are modem. 

* The first notice of Agnolo of Siena is of 1312, the latest 1349. (Doc. 
Sen,y vol. i., p. 206.) 

5 According to Ciampi, Giovanni had a son, Bernardo, who laboured in 
tbe Duomo of Pisa between 1299-1303, Notiz. ined., p. 45. 
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Santo of Pisa by the side of his father.^ Yet if he be the author 
of the monument of Enrico Scrovegni erected at the Arena of 
Padua in 1321 and signed “ jonis magister niccoli,” his death 
must have occurred later than Vasari states. 

The progress of sculpture has now been traced to show the state 
to which it had been reduced previous to Niccola, and the changes 
which it underwent in his hands. It is evident that in the eleventh 
and twelfth centuries, as in earlier ages, sculptors existed in every 
part of Italy, but that, having lost the true idea of form, they had 
preserved merely the traditions of Christian composition. In 
the South of Italy, however, a vein of the imitative antique had 
extended, and still derived life, in the tweKth and thirteenth 
centuries, from a source which elsewhere had been clearly exhausted. 
That Classicism, suddenly transported to Central Italy by Niccola, 
should naturally create wonder amongst men reduced to an almost 
primitive generahsation of art, was only what might have been 
expected. Conventional as Niccola’s manner was, it could not 
but create emulation and rivalry in the study of mere form ; and 
the examples of Pisa in this sense were of advantage to all the schools 
of Italy. But whilst Niccola infused a new spirit into the minds 
of his countrymen, he could lay no claim to the creation of Christian 
types. His art, had it remained unsupported by the new current of 
religious and political thought so sensible in the thirteenth century, 
would perhaps have perished without leaving a trace behind it. 
Mere classical imitation could not suffice for the wants of the time ; 
and thus it was that, whilst Niccola created on one side an emula- 
tion that was to produce the noblest fruits, he was himself convinced . 
that, without a return to the study of nature, no progress was 
possible. In his attempt to graft on the conventional imitation 
of the antique a study of nature he failed ; nor would his son and 
pupils have succeeded even in the measure which is visible in their 
works but for the examples which were created for them in another 
and greater school, the Florentine. The spirit which had been 
roused throughout Italy by the examples and miracles of S. 
Francis contributed to the development of an art based on nobler 
principles than those of mere imitation, and that spirit, of which 
Giotto 2 was the incarnation, spread with uncommon speed through- 

^ That Giovanni had the intention of leaving his bones at Siena is proved 
by the folio-wing inscription now in the front of the Palazzo Arcivesco-vile : 
“hoc est setolcrttm magistri JOHAmas quoitoam magistei kicolai et 
DE Ejrrs EREDiBUS.*’ Amiot to Vas., voL i-, p. 280- 

^ [“Giovanni Pisano,” writes Burckhardt, “was the most influential artist 
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out the whole of the Peninsula, affected the schools of sculpture, 
and assisted them also in the development of a new Hfe. Thus, 
whilst Niccola revived the feeling for true form, others gave to 
that form a new meaning, created the Christian types of this and 
succeeding ages, and laid the foundation for the greatness of 
Italian art. 

of his time ; without him Giotto would not have existed, or at least he would 
have been other than he was, and more embarrassed by his art. Giotto 
owes certainly to Giovanni more than to his own master Cimabue. Thanks 
to a prodigious activity, that influence wont quickly through Italy, and it 
is from his enthusiastic genius spring in the two capitals of Tuscany, 
Florence and Siena, a legion of original masters who close the cycle of the 
plastic school of Pisa and bring in the period of Italian Gothic. And as 
these masters went from Tuscany north and south throughout Italy, every- 
where they gave a new impulse to a kind of local art which took essentially 
for model Giovanni Pisano ” {CiGerone)S\ 



CHAPTER V 

PAINTING IN CENTRAL ITALY 

To the general picture of the degeneracy of Italian painting from 
the earlier times to the middle of the thirteenth century, it may 
be now useful to add more particular notices of special schools ; 
and as the rise of sculpture at Pisa has been traced, the course 
pursued by painting there and in the neighbouring Lucca, Siena, 
and Arezzo may naturally claim the first attention. 

In the absence of aU public spirit and enterprise, the Dark Ages 
could not yield great monuments of painting ; and artists are 
accordingly found chiefly confining themselves to the reproduction 
of one great and universal subject, that of the Saviour on the 
Cross. In proportion as the movement was slow and gradual by 
which the martyrdom of Christ was allowed to become a fit object 
for delineation, in the inverse ratio was the speed with which 
artists yielded to the tendency of representing His sufferings and 
agony. With steps hesitating and reluctant at first, they accom- 
panied Him on the road to Calvary, withholding from the masses 
the spectacle of His shame, wLen, carrying His Cross, He was dragged 
to the place of execution. Slowly, this sentiment of repugnance 
gave way, tOl in the eleventh century the whole tragedy was 
unfolded. Yet whilst the sentiment of painters led them to the 
final resolution of actually presenting the Redeemer as He stood 
upon the Cross, a remnant of respect for the ideas that swayed 
early churchmen forbade them to delineate any signs of grief or 
pain. So in the earliest Crucifixions the Saviour was presented, 
as has been seen, erect, with each foot nailed to the Cross, open- 
eyed and either serene or menacing. The modification of this 
last feeling can be traced with surprising accuracy in the Crucifixes 
of Lucca, Pisa, Siena, and other places, until S. Francis, with the 
miracle of the Stigmata, may be said to have changed the current 
of religious thought in this respect in a final and irrevocable manner. 
The number of Crucifixes which is to be found in the eleventh, 
twelfth, and thirteenth centuries proves at once the general nature 
of the requirements of the faithful of all classes, and the substitu- 
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tion of the material symbol for its presentation on the walls of 
edifices. The mere delineation of the Saviour on the Cross was 
not however considered sufficient and was never taken alone ; 
but in order to complete the holy history, and fitly to convey the 
idea of the sacred tragedy, the Evangelist John and the Virgin 
were usually painted at the extremity of the arms, the Saviour in 
glory and benediction at the top, and the scenes of the Passion at 
the sides, of the Cross J 

Amongst the earliest Crucifixes of this kind is the colossal one 
in San Mchele in Foro at Lucca,^ where an artist of the eleventh 
century represented the Saviour erect, of good proportions, and 
fairly designed with simple but somewhat rough and dark outlines, 
open-eyed, and with the feet separately nailed.^ The head, slightly 
inclined to the right, was somewffiat long, the nose equally so, 
and the mouth and eyes small. The form, imperfectly rendered, 
did not betray an effort at reproducing the false anatomy of later 
examples.^ Plastic had been used to assist the painter’s art in 
the reproduction of relief ; and whilst the whole figure was painted 
of an uniform colour, somewhat darkened by time and restoring, 
the idea of rotundity was given by the projection of the frame, 
which, culminating at a central line, merged into the fiat at the 
neck, wrists, and feet. These last, feeble and pointed, were painted 
on the flat like the head, which, however, with its nimbus, projected 
forward, that it might be more visible to the spectator. The 
whole of the figure was painted on a primed canvas beaten into 
the gesso which covered the wood.^ A later example of the same 

^ One may notice the simUajity of this form of composition and that of 
churches built in the shape of the Latin Cross with side chapels added to it. 

^ On a pilaster to the right of the arch of the tribune. 

® The stature and position of the Saviour is the same as that in the 
Crucifixion at S. TJrbano alia Caffarella at Rome, and that of the MS. miniature 
at the Minerva at Rome, and in that of the bronze gates of Bonanno at 
Monreale. 

* The hair, divided in the middle, falls down the shoulders, and a gold 
drapery is fastened by a jewelled girdle to the hips. The Cross is painted 
blue on a gold ground. An ornamented border runs round the panels at the 
sides. The outlines have suffered from restoring. 

« The Saviour at the top of the Cross was represented in the act of bene- 
diction and holding the book, with a green halo, and vestments of the 
traditional colours. At His sides knelt two angels in adoration. One of these 
is modern. Beneath the Saviour in glory are the words on a label : “ jesxjs 
NAZABEisncTS REX JUDEORTTM.” At the extremities of the branches were the 
symbolic figures of the Evangelists and an angel in flight. Right and left 
of the Cross, and beneath the horizontal limbs, were three courses of small 
panels, representing the Virgin and S. John the Evangelist, the Crucifixion of 
the Thieves, Christ Deposited in the Tomb, and the Maries at the Sepulchi'e, 
rudely executed in the old typical forms common to the paintings and 
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kind is the Crucifix of S. Giulia at Lucca, painted on wood without 
rehef, and representing, besides the Saviour, Evangelists, saints, 
and angels, the same scenes of the Passion as that of San Michele. 
But the decline even of this art might be noticed in the forms 
and attitude, and in the mode in w^hich the painting was executed. 
The figure was still erect, but the head a little more bent than 
before. The outhnes of the nude were more defective. Green 
half tints contrasted vith reddish shadows. The modelling of 
the parts was rendered as geographers are wont to represent the 
swells of hiUs, by meandering fines, the features by closely repeated 
red, black, and white, and the anatomy by black streaks. This 
Crucifix, which is connected with a miracle of the year 1209,^ may 
be of the latter half of the tw^elfth century. Two more Crucifixes, 
exactly similar in character and plan, but somew’hat damaged by 
time, are in S. Donnino,^ and S. Maria de’ Servi at Lucca, and thus 
prove the existence of painters there in the eleventh and tw^elfth 
centuries. That the art of painting, far from improving, retro- 
graded at Lucca, except perhaps in certain technical modes of 
execution, is evident from the works of the Berlinghieri, a family 
of artists which can be traced back to about a.d. 1200. Amongst 
the names of men who signed the treaty of peace with Pisa in 1228 
occur those of five painters. Lotharius and Ranuccius, of whom 
no works are known, and Bonaventura, Barone, and Marco Ber- 
finghieri.^ Of the latter the names are repeated in another record 
of the same period, from which it appears further that Bonaventura 
and Barone were the sons of one Berfingherus, a Milanese.^ The 
latter stiU lived in 1228.^ Marco, according to the capitular records 
of Lucca, was a miniature painter and the author of an illuminated 
Bible executed in 1250.^ Barone had, according to the same 
authority, executed several Crucifibces, one for the Pieve of Casa- 
basciana in 1254, another for S. Alessandro Maggiore at Lucca in 
1284.^ Of Bonaventura, whose works have alone been preserved, 
panels and wall-paintings were known to have been completed 

niiniatures of earlier centuries. On a small panel at the foot of the Cross, 
Peter might be seen seated, listening to the questions of the servant. 

1 See the Opuscido of Telesfobo Bini (Lucca), pp. 13, 18. 

2 This Crucifix is damaged by time and repairs. 

® Telesforo Biki, vbi sup., p. 15. 

* Ibid., same page. 

5 Aid della B. Acad, di Lucca, vol. xiii., p. 365. 

® Archives of the Chapter of Lucca, lib. xn. 25, fol. 78, in Bnsri, ubi sup., p. 15. 

^ Archives of the GanceUeria del Vescovado (Lucca), lib. vi., fol. 10, in Bmi, 
tibi sup. 
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in 1235 and 1244.1 it is not many years since a pictui-e, assigned 
to Margaritone in the church of San Francesco of Pescia, was 
subjected to a rigid examination by Professor Michele Ridolfi, who 
discovered that, according to a practice not uncommon in past time, 
the head of the principal figure was on a lower panel, whilst the 
rest was painted on another, superposed.^ This later addition 
having been removed, a standing figure was laid bare, of S. Francis, 
holding a book and showing the Stigmata, with two archangels 
at his shoulders, and six incidents of his life in a triple course of 
panels at his sides. Beneath his feet were the following lines : 

A.D. M.OCXXXV. 

BONAVETURA BERLIGHERI DE LU . . . 

S. Francis was of a long form, in cowl, frock and cord. His 
shaven head, of regular shape, was of a lean and bony form, with 
sharp features and a winkled brow, and supported on a very thin 
neck. The figure seemed to hang in air, 'with a pair of very ugly 
feet pointing downwards. The flesh tints were of a bronzed yellow, 
with green shadows stippled in black, and broadly defined by dark 
outlines, the lights marked by streaks of white. The execution 
was perhaps more careful and the idea of rotundity less feebly 
conveyed than in the Crucifix of Santa Giulia, but the method was 
the same in both. The drapery of the frock, being all of one colour, 
w^as indicated by lines.^ The angels, mere half figures with 
embroidered dresses in the old motionless style, and the episodes 
of the saint’s life were rendered with childish simplicity, coloured 
in sharply contrasted keys of colour. There was indeed in the 
resolute intention of conveying the subjects something approaching 
to the ludicrous. S. Francis might be seen talking to sparrows 

^ Bonaventura painted on the waU in Lucca in 1244. (Arch, of the Canca. 
of the Vescovadot lib. ll. 18, fol. 115.) He painted in 1243 a panel for the 
archdeacon of Lucca (lib. xvii., fol. 12). Barone was summoned to complete 
within a given time a Madonna which he and Bonaventura had commenced 
at S. Alessandro of Lucca. Lib. L, No. 3, fol. 2, in Lettera del Prof. M. Ridolfi 
al Marchese Selvatico (8vo, Lucca, 1857), p. 15. Again Barone promises to 
paint a room for the canons of the cathedral of Lucca in 1240. Same Arch., 
lib. nn. 18, fol. 115, in Lettera, vbi sup., p. 16. 

® Tblesfobo Bna, vbi sup., pp. 18, 19. 

® The picture is on gold ground, S. Francis over life size. At Modena, 
in possession of Count MontecucuH, is a picture of S. Francis inscribed : 
“ BONAVEiTTUBA BBRMNGEBI ME PmXIT DE LUCCA. A.D. M.CC.SXX.V.” Painted 
in oil on canvas, it is a copy, and the signature a forgery. Yet there is a 
very pretty quarrel of pamphlets respecting its originality. See the Marquis 
Campori^s sensible remarks on this subject. [Gli Artisti Italiani e Stranieri 
negh StoH Esterm, 8vo, Modena, 1855, p. 86.) The picture of Count Monte- 
cuculi is from the Castle or Rocca of Giulia. See also Lanzi, Roscoe^s trn., 
Bohn, voL ii., p. 343, 1847, and vol. i., p. 37. 
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of a gigantic size, perched on trees growing out of a conical hill. 
His cure of the lame was shown, not merely by the straightening 
of the limb of one sitting on a rock in a stream, but by the figure 
of another retiring whole with his crutches on his shoulders.^ 
This was an art as primitive as that of the sculptors who had 
preceded Niccola Ksano in Central Italy, an art which, assisting 
itself at first by the use of plastic form, improved but slightly in 
technical execution, and never could rise even to mediocrity. The 
student who cannot visit Lucca may satisfy himself of the infantine 
nature of Lucchese art in the thirteenth century, by examining in 
the Academy at Florence a Crucifixion ^ with the usual episodes,^ 
He will see in this w’ork, originally executed for the nuns of S. Cliiara 
of Lucca, the decline of the school of the Berlinghieri, and the 
Saviour hanging dead on the Cross with sunken head and closed 
eyes, as it was customary to depict him, when it became meritorious 
to represent the Divinity in the lowest stage of human suffering. 

After the Berlinghieri came Deodato Orlandi, the author of a 
Crucifix now in the magazines of the palace of Parma, after having 
been in S. Cerbone,^ and in the ducal chapel of Marlia. Deodato 
lived in the close of the thirteenth century ; and his Crucifix is 
inscribed : 

A.n. M.CCLXXXVin deodati eilii oelandi de luch. hnxit. 

He represented the Saviour on the Cross in a more defective and 
unnatural shape than the Berlinghieri, with a long and ill-proportioned 
frame, overhanging belly, and a sunken head ; — with scarcely any 
brow, but a caricature of expression. The features were contracted by 
angular lines ; and the beard or massive hair was indicated by a series 
of curves. The frame betrayed an effort at represenfing play of muscles 
without any knowledge of their real form. The shoulders were broad, 
the waist thin, the joints swollen and without any promise of motion, 
the feet and hands defective.^ A tawny green general tint prevailed 
in the flesh, piercing through the muslin drapery on the hips. The 
lights were painted and stippled in over a local tone of verde, whilst 

^ The remaining subjects are S. Francis receiving the Stigmata, restoring 
the child to life, giving alms, and expelling devils. In the last some 
figures of males and females, possessed, offer a variety of ugliness. The 
little devils fly quaintly out of their mouths. 

® [No, 101], gold ^ound, almost gone. 

® The Virgin fainting in the arms of the Maries, the Evangelist convoying 
Clirist on the road to Calvary, and the Virgin and Child between SS. John 
the Baptist, Peter, Clara, and five oth^ saints. 

* Two iniles outside the gate of S. Pietro at Lucca. 

® Yet this is no worse production than those of the period generally. 
See, later, a Crucifix assign^ to Cimabue in the sacristy of Santa Croce at 
Florence, and the deformities attributed to Margaxitone. 
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the cheeks and lips were tinged with red. The head of the Saviour, 
in the act of benediction at the top of the Cross, contrasted in so far 
with that of the crucified Redeemer, that it was of an oval and regular 
shape, whilst the Virgin and S. John Evangelist, lamenting at the 
extremity of the arms, were mean and vulgar, revealing the deficiency 
of the artist in the power of imparting expression otherwise than by 
contraction of brow and features.^ 

Deodato still painted as late as 1301, when he executed a Virgin 
and Saints in five arched compartments inscribed : 

AD. M.CCCI. DEODATUS ORLANDI ME PINXIT 

now in the gallery of Fine Arts at Pisa.^ 

He gave to the Madonna the high forehead, the small chin and 
neck of the Virgin in the foregoing Crucifix. To her features he im- 
parted the usual painful expression by wrinkles and contraction of 
brow, whilst, as regards colour, he apparently gained some lightness 
from the study of new examples which were now increasing in numbers 
under the impulse of the Florentine revival. 

Here, then, was a school of painting which, from the eleventh 
to the fourteenth century, had merely prolonged the agony of 
Christian art in its decline, and which even in the person of Deodato 
showed no traces of improvement. Were local historians to be 
credited, that artist succeeded at last in producing one picture 
worthy of admiration, yet this picture has less the character of 
the school of Lucca than that of a Sienese painter of the fourteenth 
century.® 

^ The outlines in the Crucifix are of a certain tenuity and cut into the 
surface. The nimbus as usual projects. The blue mantle and red tunic of 
the Saviour in glory have been retouched. The latter is shot with gold 
lights. The Saviour crucified is also retouched here and there. 

2 The Virgin and Child enthroned between SS. James, Damian, Peter, 
and Paul. 

® Padre Antonio da Brandeglio, in a life of S. Cerbone, alludes to 
Deodata’s Crucifix of 1288, and adds that the same Deodato was commis- 
sioned to paint “ una imagine for the nuns of S. Cerbone. In 1295 the 
convent was on fire, and the Crucifix, with a picture of the Virgin and Cliild 
in the midst of saints, was saved with difficulty. RmoLn, Atti uffiziali della 
SeaU Acad. Lucch. (Lucca, 1845), xii., p. 20. There is now at S, Cerbone 
a picture of the Virgin holding the Saviour tenderly, in good movement and 
well draped, with the narrow eyes, peculiar to Simone and Ugolino of Siena 
— of clear flesh tints, and neat outlines — of S. John Evangelist with a long 
flowii^ beard and a face full of character coloured with much impasto. Both 
figures, painted on the verde for flesh tint with shadows stippled in red, 
r^ cheeks and lips, betray the manner of the school of Siena, and a far 
later date than 1^1. But even if of 1301, how could this picture be saved 
from fire in 1295 ? And ^ain how could Deodato paint a better picture 
before 1295 than that of 1301 ? 
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But in Lucca there were mosaists as well as painters and 
sculptors. Rumohr quotes Brunetti ^ for the interesting fact that 
in 754-763 Astolph the Lombard employed a Lucchese mosaist 
of the name of Aripert. But the mosaists, who in the thirteenth 
century represented Christ in a glory carried by angels and the 
twelve apostles on the front of the church of S. Prediano were 
entitled to very little consideration. They displayed indeed in a 
disproportioned figure of the Redeemer, in angels of vehement and 
exaggerated movement, in apostles of excessively defective forms, 
no greater art than their comrades in painting or sculpture. 

As at Lucca, so at Pisa, painters existed apparently in very 
early times. There are notices of Enrico a miniaturist at Pisa 
in 1238.2 As far back as 1275, it appears that money was voted 
by the “ commune ” for the purpose of restoring or repainting 
“ the images of the Virgin Mary and other saints on the gates 
of the city,” because they were then well nigh obhterated.® The 
earliest examples of painting are however again Crucifixes, the 
oldest of which, at S. Marta, has a general likeness, as regards the 
position and expression of the Saviour, to the Crucified Redeemer 
in S. Angelo at Capua. The body is low in reference to the position 
of the arms, but the frame is still erect, the eyes open and menacing, 
and the feet apart. This Crucifix probably belongs therefore to 
the eleventh century.^ Its side panels are interesting. 

A composition of the Capture repeated in a MS. (Greek) of the 
twelfth century at the Vatican, of which Agincourt gives an 
engraving (vol. ii. pi. Ivii.), is remarkable in this sense, that the artist 
thought it necessary to show the superiority of the Redeemer by a 
certain prominence of stature, in the midst of a crowd of smaller mortals. 
To the left, Peter, erect, smites Malchus, whilst in the miniature of the 
Vatican the latter is prostrate and S. Peter kneels as he threatens him 
with the sword. In a Deposition, one of the Maries stands on a stool 
and assists to lower the body held by Joseph of Arimathaea, whilst the 
Virgin kisses the hand and Nicodemus extracts the nail. In the last 
subject, the angel sits on the tomb and the Maries listen with surprise 

^ Rttmohb, Forsckungen, vol. i., p. 188. 

2 See CiAMPi, uhi sup., pp. 86 and 141 ; Doe. xxi. 

^ Bonaini, Notizie InedUe, pp. 87, 88. 

* The bTist of the Saviour in glory, apparently broken ofi from the top 
of the Cross, is now placed immediately above the projecting nimbus of 
the crucified Redeemer. The figures on the arms of the Ci^ss as usual 
represent the Virgin and S. John, but the episodes at the sides slightly differ 
in an’angement and subject from those of Lucca. In the upper course is the 
Capture, and Christ before Pilate; in the next the Saviour Crowned with 
Thoms and Flagellated; in the last, the Deposition and the Maries at the 
Sepulclire. 
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to liis annoimcemeiit of tlie resurrection, wliilst a soldier still sleeps 
at the foot of the sepulchre. 

These subjects^ deserve to be noticed, because they may be 
seen repeated in the same traditional forms and grouping by later 
and more able artists. They were represented in the crucifix of 
S. Marta with some animation of movement, with distances of red 
houses on gold ground, and they were painted with considerable 
body of colour. On two little compartments, at the foot of the 
cross, S. Peter sits before a fire, and a figure may be seen knocking 
at a door. 

Another Crucifijc of the same period has been recently discovered 
in San Sepolcro of Pisa, in which the Redeemer is represented in 
a position more erect than before, and as usual in fair proportions. ^ 
The painter of this Crucifix was a rude executant. He lined the 
forms with red in the lights, and black in the shaded side. The 
features are everywhere marked by lines as if in profile ; the nude 
feebly defined, and the colour of an uniform reddish tone unrelieved 
by shadow. The face of the Saviour is indicated by elementary 
lines — the eyes large, and the nose bent. 

That the painters of Pisa and Lucca, in their mode of repre- 
senting the Saviour, merely followed customs familiar to them by 
numerous examples of an earlier time, has been sufficiently proved 
at Rome and in South Italy. If additional proofs were required, 
they would be found in the Crucifix of Sarzana, in character like 
that of S. Marta of Pisa, where the open-eyed Saviour was placed 
erect on the Cross in the simple attitude familiar to the eleventh 
century.^ They would be found likewise in a Crucifix at S. Giovanni 
e Paolo of Sjmleto,^ inscribed at the foot as foUows : 

A.D. MCLXXXVII. M. OPUS ALBEBTO SOM. . . . 

Without describing the attitude of the Saviour, which does not 
essentially differ from that of the Redeemer in the Cappella del Mar- 
tirologio at Rome, it may be remarked that this Alberto gave to the 

^ Some of the small scenes are partly damaged by time and restoring. 

* The Saviour in glory at the top is wanting ; and instead of the Virgin 
and Evangelist on the arms are two small pictures of the Last Supper, and 
Christ WaSiing the Feet of his Disciples. Again, instead of S. Peter and the 
servant^ at the foot of the Cross, the Descent of the Holy Spirit is introduced. 
Th& six side compartments contain, the Capture, Crucifixion, Maries at the 
Sepulchre, Meeting at Emmaus, Last Supper, and Final Interview with the 
Apc^tles. 

® With the mual episodes of the Passion at the sides. 

* This ehureh or chapel is held in peculiar reverence, and is difficult to 
enter. 
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head the bullet shape occasionally to be found in pictures and mosaics 
at Rome after the seventh century, combined with a high forehead, 
hair falling in waves along the sides of a slender neck, round eyes, and 
a nose protruding at the end like a ball. The feet and hands are long 
and pointed, and the forms bounded by a continuous wiry outline, 
broad at the thorax retreating towards the waist. Some little shadow 
of a reddish hue relieves the general yellowish tone. The cheek is a 
little rouged, and the whole carried out on a parchment stretched on 
the wood.i 

Superior to this, but doubtless of a later date, is the Crucifix in 
the CappeUa Maggiore of the Campo Santo at Pisa, in which the 
lean figure of the Redeemer on the Cross is marked by a certain 
yielding elasticity. 

The bending head and closed eyes indicate here the development 
of a later religious conception, though as yet the sense of pain was 
rendered without exaggeration of expression and rather by a quiet 
moumfulness. Still the drawing is not without the usual defects of 
the time. The features are rudely made out, the diaphragm and 
stomach indicated by lines, and the extremities thin and pointed. 
The attendant episodes are the same as before, but more animated 
and somewhat truer in action.^ 

The date of this Crucifix may be fixed with accuracy, by the 
attitude and expression of the Saviour, between a.d. 1150 and 
1190.® Hence it is difficult to assent to the opinion of those who 
assign it to Apollonius a Greek, whom Vasari rescues from oblivion, 
but who seems, if Del Migliore be not mistaken, to have lived a 
century later.^ 

^ The loins of the Saviour are enveloped in a transparent green cloth 
bordered with red. The head and nimbus project as usual. The Saviour’s 
hair is a dull red as at S. Elia of Nepi The blood from the wounds flows 
into a death’s-head below, the emblem of the first man; and at the sides, 
inste€id of the usual scenes of the Passion, are two panels representing the 
Virgin and the Evangelist. 

^ They represent the Deposition, almost in the same form as at S. Marta, 
the Maries at the Sepulchre with the angel sitting on the tomb — the Piet^i — 
in which the body of the Saviour lies on the lap of the Virgin, saints at each 
side, and three angels above — Christ at Emmaus — the Entombment, and the 
Incredulity of S. Thomas. At the extremities of the arms, the Virgin and 
Evar^list occupy one panel, whilst the other is devoted to the three Maries, 
On a second horizontal limb the four archangels are represented, with the 
orb and sceptre, and at the foot the Saviour appears in limbo. 

® This Crucifix was formerly in S.-Matteo of Pisa, where Morrona, Pis. 
vol. iii, p. 184, mentions it as an “ anticaglia ” possibly by Giunta. It 
was previou^y in the suppressed convent of S. Lorenzo. Rosini, St. deUa 
Pittura (Pis., 188d), vbl. i., p. 88. 

^ Commentary on the life of Tafi, in Vas., vol. i., p. 288. Del Migliore 
pretends to have read a record of 1279, in which were the words : “ magister 

APOULONIUS PICTOR FLORENTTNUS.” 
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The progress of the mournful in the conception of the Saviour 
was marked vith greater force in a later Crucifix at S. Pietro in 
Vinculis, now S. Pierino of Pisa/ in which, though the feet of the 
colossal Saviour were still separately nailed to the Cross, the belly 
and hips hung outwards and gave realism to the idea of death. 
At the same time, grim care and age were expressed in the face. 
The oblique brows, forehead, and closed eyes were furrowed with 
wrinkles, and created strange corrugations by their contraction. 
Anatomy seemed to have been studied in vain, and the execution 
showed the gradual decline of art even from the standard of previous 
years, in dark strong outlines and a thin yellowish colour.^ 

With this doleful representation of the Divinity of the Saviour, 
the spectator is introduced to the degenerate style of Giunta Pisano, 
who, though not the author of it, carefully copied its defects. 
Giunta, so far from exhibiting the characteristics of one destined 
to regenerate art, merely followed it in its decline. Art, thus 
reduced to the representation of one figure, which in itself should 
combine all excellence, had reached in him a level below which it 
was only just possible to faU. He executed, in the Crucifix of 
S. Raineri e Leonardo at Pisa, a work more calculated to repel 
than to invite observation.^ Whilst he preserved the custom of 
keeping the feet of the Saviour apart, he realised the idea of death 
and pain, as regards the figure, by the overhanging belly and hips, 
and as regards the head, not merely by its total abandonment to 
its own weight, but by a hideous exaggeration of grief. It would 
be difficult to find anything more vulgar or repulsive than the 
angular contractions and swollen muscles of the brow, the vast 
and unnatural forehead, the large nose cut into two or three sharp 
planes, the mapped out hair lined at angles as it lies in masses on 
the shoulder, or worse proportion in the long, falsely anatomised 
body, short arms, and long, pointed feet. The head of the Saviour 

^ To the right on the wall behind the high altar. 

® The medallion of the Saviour in glory at the top is supported by two 
angels in flight, and on a tablet below it the Descent of the Spirit is depicted. 
Between the two is the following inscription : mortis destructor, viTiE 
REPARATOR ET AUCTOR,” Rosmi, Stor, della Pittura (Pis., 1839), vol. i., 
p. 87, doubts the genuineness of this inscription. But why ? At the ends 
of the horizontal limb two archangels stand holding the orb and sceptre. 
The Virgin and S. John are on the sides, as in the crueffix of Spoleto, and 
at the foot, S. Peter and the servant — the whole painted on a primed canvas, 
stretched on the gesso. This Crucifix is as usual on gold ground, and the 
projections at the sides an ornament of black and red fillets. 

^ This Crucifix is inscribed below the feet of the Saviour : “ juncta pisanus 
ME FECIT,” and hung in the time of Morrona {Pia, Ilhiat., vol. ii., p. 135) 
in the kitchen of the convent of S. Anna of Pisa. 
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in glory at the top of the Cross corresponds singularly with that 
of the crucified Redeemer, in so far as its lean buUet shape, round 
gazing eyes, and enormous wig arc ugly and repulsive — a character 
to which the Virgin and Evangelist at the extremity of the hmbs 
are equally entitled.^ Painting in Pisa was evidently at a low ebb 
at the time of Giunta, and no better proof of this fact need be sought 
than that afforded by the rude works of S. Pier d’ Arena, now 
S. Pietro in Grado, outside the town, on the road to Lfeghorn. 
In the first half of the thirteenth century the chief aisle of this 
edifice was painted in the style then usual throughout Italy — that 
is, with a due subordination of the pictorial to the architectural 
adornment. 

In the upper course beneath a painted cornice, angels were depicted 
as if appearing at open or half-closed windows, made by a rude sort of 
perspective to imitate recesses and openings. In a lower course, 
episodes from the lives of S. Peter and S. Paul were depicted, amongst 
which the martyrdom of both are fairly visible. Lower again, a series 
of painted arches were filled with portraits of popes, some of which 
are now modern. The whole of the architecture, real or feigned, was 
coloured in raw and startling tones. The figures were heavy and 
square in proportions, and large of forehead and head, the features 
being indicated by profile lines of angular or oblique direction. The 
eyes were large and' round, the mouths small and expressed by three 
lines like half of a hexagon, the beards by three or four strokes of a brush. 
The outlines generally were red. Yet in all this rudeness the painters 
still preserved the characteristic traits of S. Peter and S. Paul. The 
technical execution was that well-known method which consisted in 
covering the space within the outlines in verde, over which the yellow 
fights were laid with a red patch to mark the cheeks. 

If Giunta be not the author of these paintings, there can be no 
doubt that the artists were of the school from which he comes. 
Here indeed is no more trace of the Greek manner, respecting which 
so much has been said by the historians of Italian and cliiefly of 
Pisan art, than is to be found in all the works of this period. Nay, 
in one sense the rude paintings of S. Pietro in Grado are so far 
different in design from such Greek works as the mosaics of Monreale 
and of the chapel of S. Silvestro ^ at Rome, that the figures have 
not an affrighted glance, but an air of comparative repose. But 
it is probable that even the moderns share with Vasari a certain 

1 Here the episodes of the Passion are wanting. The figure of the 
Saviour in glory is on gold ground. 

® SS. Quattro Coronati. 
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dislike for works which are surely not to be highly prized, except 
by those who may contemplate in them a useful source, from which 
to derive a correct idea of the state of Italian art in the beginning 
of the thirteenth century. Besides the paintings of S. Pietro in 
Grado, other works exist in Pisa itseK, which betray a lamentable 
barbarism. Such, for instance, are the damaged wall paintings in 
the Ofera of the cathedral,^ a work darkened by time, coarsely 
outlined, and painted with much body of tempera colour.^ 

With little better art, and in the mixed architectural and 
pictorial manner of S. Pietro in Grado, the nave of the Lower 
Church of S. Francesco at Assisi seems to have been painted, 
between 1225 and 1250, with scenes from the life of the Saviour 
on the left hand and scenes from the life of S. Francis on the right.^ 
An effort may be traced in the artist to give animation to his 
slender figures, which in type and mode of execution are like those 
in the paintings of San Pietro in Grado. An interesting scene is 
that which still represents part of the form of the naked Saviour 
lying on the sepulchre, whilst the Virgin falls backwards in a swoon 
into the arms of the Maries, who in their features express the agony 
of their grief. The painter had a clear intention and exhibits 
some dramatic power. In this and other points there is a slight 
superiority at Assisi over the paintings of S. Pietro in Grado.^ 
It is difficult, however, to explain why these paintings should be 
assigned to Greeks, unless it be resolved that everything poor in 
art is Greek in the thirteenth century, and in that case Giunta 
would be the most genuine of all the Byzantines.^ Whatever may 
have been this painter’s real birthplace, there is no doubt that 
he is claimed by the Pisans, and in this they are authorised by 
the signatures on his paintings, in which he calls himself Pisanus. 
Ciampi has published a contract of sale executed in 1202 ® at Pistoia 
between one Struffaldus and one ‘‘ Juncta quondam Guidotti pict.,” 
and another of 1229 in which the same name appears, but the link 

^ Where the Virgin and Child are enthroned between S. John the Baptist 
and S. John Evangelist in niches. 

® See a print of this rude work in Kosini, Storia della Pittura, vM sup,, 
vol. i., p, 76. 

® Vasaei, vol. i., p. 223, assigns these paintings to Cimabue. 

* [For a description of these paintings cf, St. deUa Basilica e 

del Cormenfo di S. Francesco in Assisi (Prato, 1882), pp. 35-30.] 

5 Still earlier wall paintings were noticed by Rumohe in the crypt of 
S. Francesco of Assim {Forsckungen, vol. i., p. 193) ; but they have since 
been obliterated 

• But the record was in the Arohivio Diplomatico of Florence. See 
Ciampi, Noi, Ined,, uM sup., p. 140. 
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which should confirm the identity of the party to the contract 
with Giunta is wanting. In the last-named document, Guidottus 
is called de Colle,” upon which Morrona jumps at the conclusion 
that Giunta is of the noble family dal CoUp..^ A more satisfactory 
record is that which preserves the name of “ Juncta Capitenus 
pictor/' as having sworn fealty in 1255 to the Archbishop Federigo 
Visconti of Pisa.^ 

That Giunta painted in the first half of the thirteenth century 
is a fact confirmed as much by the foregoing record as by the 
evidence of style ; and as in the Crucifix of vS. Raineri e Leonardo 
a genuine example of the master is extant, one may accept or 
reject the works assigned to him, according as they approach or 
recede from the original pattern. Setting aside, for this reason, 
two Crucifixes in the Cappella Maggiore of the Campo Santo, ^ a 
third, colossal, in the hospital of Pisa, so dark from age and position 
that it can hardly be distinguished, and a fourth in S. Caterina 
of Siena,^ Giunta may be followed to Assisi where after 1220 he is 
said to have painted in the Upper Church of S. Francesco. The 
annalists of Pisa, Wadding and Father Angcli, vouch for the truth 
of statements according to which Giunta painted a Crucifixion 
with Father Elias, the first general of the Franciscans, embracing 
the foot of the Cross, on a large panel which hung until 1624 on a 
transom in this edifice.^ The inscription : 

FBATER . ELIAS . FIERI FECIT 
JESU CHRISTE PIE 
MISERERE PRECANTIS HELIE 
GIUNTA PISANUS ME PINXIT A.D. 1236. 

IND. 9 

would fix the date of Giunta’s presence at Assisi, and his residence 
there. And the probability of this fact is confirmed by the 
existence of a Crucifix in S. Maria degli Angeli, inscribed with the 
words — 

. . . NTA PISANUS 
ITI P. ME FECIT. 

Though here the head of the Crucified Redeemer, as well as that 
of the Saviour in glory above it, is almost gone, the forms and 

^ Colie is a village near Florence. 

2 See Morbona, Pis. lUmL, vol. ii., p. 116 and following. 

2 As being by other hands, and repainted. 

* From S. Crestina of Pisa, Morrona, Pis. Illmt., vol. ii., p. 142. ^ 

5 See the passages quoted in Morbona, Pis. lUmt^ vol. ii., p. 126 and 
following. 
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execution closely resemble those of the Crucifix of S. Raineri e 
Leonardo at Pisa ; whilst they also display, with more distinctness 
than the latter, those of the Crucifix of S. Pierino. The usual 
half .figures of the Virgin and Evangelist on the horizontal limb 
likemse betray the style of Giunta, whilst two figures at the sides 
which are in the manner of Niccola da Foligno may be taken as 
additions of a later period. 

Time has almost obliterated the painted decorations of the 
transepts and choir of the Upper Qiurch of Assisi, assigned partly 
to Giunta and partly to Cimabue.’- That the former laboured there 
is afiirmed by Wadding and Angeli on the authority of the con- 
ventual records, 2 and probable from the style of the work, which 
is that of a rude artist of the early part of the thirteenth century ; 
but by the side of these early paintings are others, likewise of, 
early date, of no very high pretension, but in a different manner ; 
and, with all deference to the opinion of Rumohr,^ it may be 
possible and not unimportant to determine which are the earlier 
of the two, always bearing in mind, however, that great part of 
what remains is mutilated and damaged as regards colour, whilst 
in general the contours remain, where the plaster has not fallen or 
been removed. A large stone altar in the western side of the 
south transept has almost entirely cut away a Crucifixion, of which 
the upper part is obliterated, whilst a half figure of the Virgin 
falling backwards in a swoon, and pieces of figures, nimbuses in 
relief, and angels are all that can be seen of the lower. In this 
figure of the Virgin the spectator may yet discern in the long head, 
projecting brow, and depressed nose, in the broad red outlines and 
angular draperies, coarsely traced in black, the defects of a painter 
who, like Giunta, lived before the revival of art. In the large 
flaws, he may remark that the painting was upon a single intonaco, 
and that the original design was sketched on the bare wall, whilst, 
as regards colour, a slight shade of yellow in the flesh, apparently 
laid in as tempera, is all that remains. Along the arches of the 
colonnade which divides the upper from the lower course of the 
edifice and serves as a practicable gallery, medallions seem to have 
contained the forms of angels, and prophets to have adorned the 

^ The paintings of the choir are assigned by Vasabi, vol. i., p. 223, to 
CSmabue. 

2 See in Mobbona, Pis Hkcat, vol. ii., p. 119. 

* Rumohb (Porsdmngm, vol. ii;, p. 37) thinks it impossible and un- 
important to attempt discovering the masters who may have painted in 
the Upper Church of Assisi in the thirteenth century. 
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walls of the gallery itself. In the lunette, the Transfiguration 
was originally depicted. All this, where the design exists, reveals 
the same hand, which may be traced likewise in the three divisions 
of the end wall of the transept. Of these one is obliterated whilst 
the two others represent in mere outline the Crucifixion of S. Peter, 
and Simon Magus carried away by the ministers of Satan. In 
the latter, the vehement action of the old style may be noticed, 
and would alone suffice to prove that the painter preserved the 
forms and peculiarities of an art approaching extinction.^ In the 
lunette above the window are the figures of the angel appearing to 
Mary. The east face of the transept is bare ; but in the pentagonal 
choir are still remains of painting. In the first side, the artist 
evidently intended to delineate the Saviour and the Virgin on a 
common throne ’with angels singing about it, and on the colonnade 
of the gallery, prophets ; in the second, the Death of the Virgin of 
which that portion remains which depicts her carried to heaven 
in an elliptical glory by angels ; in the third, above a great throne, 
two portraits of popes; in the fourth, the Death of the Virgin, 
of which all that is now visible is a figure of the Saviour with her 
infant form in his arms ; in the fifth the Birth of Mary, with S. Anna 
lying on the bed in the antique attitude. In the lunettes of the 
choir were scenes from the Old Testament. Painting here generally 
was subordinate, as in the Baptistery of Parma, to a general archi- 
tectural arrangement, the arches, recesses, cornices, and columns 
being coloured, and, with the painted subjects, subservient to a 
general harmony. 

The end wall of the north transept was divided, like that of 
the southern, into three parts, in which are vestiges of the Saviour 
enthroned in an elliptical glory supported by four angels blowing 
trumpets ; — vague remains of four winged skeletons, with heads 
of aged men and horns in their hands in a landscape, and between 
these two compositions, one, figuring a throne with the symbols 
of the Four Evangelists and angels. The Saviour in glory is 
characterised by paltry forms and a large head. A vast circular 
wig of hair with a heavy forelock overhangs a broad forehead and 
semicircular eyebrows. The nose seems to start from a projecting 
triangular root and is flattened at the end ; and the face is ter- 
minated by a small pointed chin and beard. These were features 
less characteristic of Giunta than of CSmabue’s manner. The 
blue draperies, of which the red preparation alone remains, are 
^ See a print of the painting in Agincouet. 
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less angular than those of the fainting Virgin in the opposite transept. 
The hands and feet are defective and broad. The angels blowing 
trumpets are of a heavy and rotund form, with short round noses 
and chins, and expanded cheeks. The whole is painted over verde, 
which served for the semitones, whilst the shadows are red. Above 
the gallery are angels and saints, as in the colonnade of the western 
face, where they are of a jcolossal character, but in a great measure 
obliterated. Taking the paintings of both transepts into com- 
parison, it is obvious that those of the southern are older in date 
and inferior in character to those of the northern. The paintings 
of the choir, assigned by Vasari to Cimabue, it may be difficult 
to judge, but those of the northern transept certainly make a nearer 
approach to the style of Cimabue than to that of Giunta. 

It is but natural that Giunta, having lived and painted about 
the time when the fame of S. Francis had been increased by 
canonisation, should be associated in name with the so-called 
portrait of the saint in the sacristy of the great sanctuary. This 
work,^ if examined more particularly in an artistic sense, did not 
differ much in execution from that of the successors of Giunta, 
but was painted with much body of yello\vish colour, shadowed 
in dark tones, and outlined in black, and might date as far back 
as the close of the thirteenth century. The pictures in the small 
compartments are composed of figures in the usual exaggerated 
manner of the time. The effigy of S. Francis was repeated an 
hundred times in this form in the convents of his order, and a 
sample, nearer in style to the foregoing than others, may be seen 
somewhat damaged in the Museo Cristiano at the Vatican.^ 

After Giunta, art did not revive at Pisa. It maintained itself 
at a low level in every sense, improving neither in types, form, 
nor execution, yet producing still witli an industry truly tiring. 
Nor are examples of this nature confined to Pisa. A specimen of 
the feeblest kind may be found, in the shape of a Crucifix, at 
S. Bernardino of Perugia, inscribed “ anno domini mcclxxi. 
GREGonn p. p. X.” At Pistoia, in the ante-chamber of the chapter 
of the cathedral, is a Crucifix, exaggerating all the defects previously 
noticed,^ and repeating the well-known scenes of the Passion, almost 
as at S. Marta of Pisa. Yet it cannot be said that the painter was 
a Pisan since artists obviously existed at Pistoia as elsewhere, and 

^ See postea, comparison between this and other portraits of S. Francis. 

^ Case Ho. 19. 

® livid in flesh tone, but Kght in general colour, and the high lights 
almost white ; much impasto. 
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the name of Manfredino d’ Alberto is preserved as the author in 
1290 of frescoes in the sacristy of S. Procolo. 

Another unpleasant example of Crucifixes in this century may 
be found at S. Eustorgio in Milan, probably by one Fra Gabrio of 
Cremona,^ which combines every sort of defect, and represents 
the Saviour hanging out from the Cross in the most contorsive 
movement. 

Towards the close of the thirteenth century at Pisa, the names 
of painters become more frequent in records. Giucchus, pictor, 
fihus Bindi Giucchi pictoris,” appears in a chart of 1290-1300,^ 
whilst in the works of the Duomo, several mosaists and painters 
are mentioned immediately previous to the arrival of Cimabue. 
Amongst these, the chief, no doubt, was Francesco, who in 1301 
(new style) held the office of capo-maestro for the mosaics of the 
great tribune, and who afterwards, with his assistant Lapo and 
his son Vittorio, was the colleague of the Florentine in that work.^ 
In subordinate employ were Gavoccius,^ Barile, Cagnassus, Par- 
duccius, Povagansa, and Turetto,^ Tanus, and Ghele di S. Mar- 
garita.® Contemporary with these, but not regularly employed 
in the Duomo, though equally unknown by their wnrks, 'were 
Vanni of Siena, supposed to be the father of a line of painters,’^ 
Bordone di Buoncristiano, his son Colino,® Vivaldo and Paganello,^ 
aU living at the beginning of the fourteenth century. Yet of 
pictures as old as the thirteenth century Pisa possesses few ; 
and these are by no means productions of merit. The oldest that 

1 Consult MS. Chron. of the Dominican, Galvano Fiamina at Milan, 
who assigns this Crucifix to the year 1288 and to Fra Gabrio of Cremona. 

- Bindus had painted in the cloisters of S. Catlierine of Pisa. See Mem. 
d'lllvst. Fis.y vol- i., p. 258, by Tempesti, extr. in Arch. Star., vol. vi., p. 495, 
The chart mentioned in text is No. 1110 of the Archivw Arciveac^le in 
Bonatni, Notizie Ined., p. 88. 

® Uguccio Grugni and Jacobus Murci were then superintendents of the 
Duomo. Francesco’s daily pay was 10 soldi, the same as Cimabue after- 
wards received. Vittorio works later (1302) for 4 soldi 8 den. See Bonaini, 
who quotes the original recor^ and corrects Rosini’s statement that Fran- 
cesco was capo-maestro after Cimabue. {Notizie Ined., pp. 90, 91, 92.) 

♦ As “ puer ” or famulus ” at 8 den. per diem. Ibid., p. 86. 

® The first foim seem mere labourers ; Turetto was a mosaist, and has 
been confounded probably with Fra Jacopo (di Torrita) by Vasabi (vol. i., 
p. 285). Ibid., p. 89. 

® 'rtiese two are painters. Ibid., p. 92. 

^ Vannes quondam Boni painted in 1302 for 9 lire the hall of the Com- 
pagnxa d’Arme della Cerva Nera, and gilded a Virgin and Child above the 
portal of the Duomo. Bonaini, pp. 88, 89. 

8 Tlie first is known as a painter of banners; the second had more 
extensive employment. Bonaini, p. 90. 

5 Tlie latter, alive 1304; the former dead in the same year. Ibid., p. 94. 

I, K 
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can be pointed out is perhaps a Virgin and Child in the Academy 
of Pisa, with S. Martin on horseback on the pediment, and incidents 
of the life of the Saviour at each side. This picture, assigned to 
Cimabue ^ has something of his manner in the action of the ugly 
infant Saviour, whilst the Virgin betrays, in the depressed nose 
and black outlines, the hand of one continuing the style of Giunta. 
Another picture in five arched compartments in the same Academy, 
representing half figures of the Saviour in the act of benediction 
between the Virgin and S. John Evangelist, S. Sylvester, and 
S. Catherine, has been assigned to Giunta,^ but displays the defects 
common to the beginning of the fourteenth century, combined 
with that lighter style of colouring which may already be noticed 
in the latest work of the Lucchese, Deodato Orlandi. Nor indeed 
is there much difference, in the mode of drawing the sharp features 
and ugly hands of the Redeemer, between this and the third-rate 
productions of the painters of Lucca.^ 

Pisa therefore in the thirteenth century, though great for its 
school of sculpture, was feeble as regards painting. Her artists 
produced, besides Crucifixes, vast works such as those of S. Pietro 
in Grado and Assisi ; but they displayed no peculiarities which 
can be called exclusively Pisan. They betrayed, on the contrary, a 
character common to painters throughout the whole of Italy, to 
the artists of Parma, of S. Angelo near Capua, and even of Rome. 
The list might be increased indeed by the productions of those 
early workmen who in 1237 executed, in the palace of the Podesta 
at S. Gimignano, the incidents of a hunt of which some vestiges 
still exist — ^men of small attainments, and more rude in talents 
than those who painted the central aisle of the Lower Church of 
Assisi.^ 

At Siena, the parent stock of S. Gimignano, art shared the 
mediocrity of Pisa and of Lucca. In the oldest example of a 
school which was afterwards to occupy the second rank in Italy, 
a lunette fresco of the Saviour, with one arm raised, and the other 
holding a scroU, in the front of the church of S. Bartolommeo, 

^ [By an artist very close to Cimabue, says Venturi, op, cit,^ vol. v., 
p. 55 et seq. He gives a full description of it.] 

* Morrona, Pis, IUu8t., vol. ii., p. 142. This picture was, in Morrona’s 
time, in the church of S. Silvestro of Pisa. 

® Hie tones of the draperies in tliis picture are light, gay, and shot with 
gold. 

* In November 1237, a number of yotuig Florentines obtained permission 
to hunt in the woods of the “ Comune ” at S. Gimignano ; and the expense 
was home by the city. See Pecori (Cano. Luigi), Storia delta Terra di 8, 
Gimignano (8vo, Flor., 1S53), p. 565. 
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the slight figure, regular head, and sharp features, the straight 
draperies and stippled execution, betrayed no characteristics by 
which the painter could be distinguished from those of his class 
elsewhere. In a Virgin and Child preserved at the oratory of 
S. Ansano in Castel Vecchio,^ the system of mixed relief and paint- 
ing betrayed a community of thought and education between the 
artist and those of neighbouring cities. The execution was feebler 
indeed than that of the Crucifix of the earlier period at Lucca ; 
yet if it were true that this Virgin was produced in commemoration 
of the decisive battle of Monte Aperto (1260), it might be con- 
sidered that the painter was one of the ablest of his time. The 
Madonnas of Tressa, of the Carmine, and of Betlem, of which so 
much has been said, and to so little purpose, may be passed over, 
as no excuse is needed for withholding an opinion upon works so 
extensively repaired, but others of the early part of the thirteenth 
century only confirm the belief that Sienese art shared the common 
degeneracy. The custom of combining the plastic and pictorial 
was maintained; and altarpieces are preserved in the Academy 
of Arts sufficient to demonstrate the poverty of that species of 
production. Without multiplying examples,^ it may be sufficient 
to notice a paliotto ” ^ of 1215 representing the Redeemer in the 
act of benediction in an elliptical glory between tw’o angels and 
the symbols of the Evangelists, in which the latter, as well as the 
Saviour, are painted reliefs. In later pictures, where relief was 
not used, equal feebleness may be traced, as in the Saviour blessing 
and holding the book between the Virgin and Evangelist ; ^ — ^in 
S. John enthroned and blessing, with a diadem stufied with glass 
stones, whilst, on each side are six scenes from his life, composed 
of animated figures, painted in a clear tempera of much body in 
the lights and verde in the shadows ; ^ in S. Peter, likewise 
enthroned, with three incidents of his hfe in small panels on each 
side;® and finally in a Crucifix from S. Chiara of S. Gimignano, in 
which the Saviour is presented in the old attitude with the usual 

^ [Kow in Museo del Opera del Duomo, Siena. Ventobi gives a photo- 
graph [op. cit.y V. 37, fig. 28).] 

2 [No. 1 Galleria of Siena.] Three Httle incidents are at each sid^ repre- 
senting gaily coloured, but ill drawn, episodes of the Passion. This altar- 
piece is inscribed : “ anno domint mtllesimo ocxv. mens® novembbi hjeo 
TABULA FACTA EST.” It comes from the church of the Badia Berardenga. 

® [Nos. X 14, and 15 Galleria of Siena.] 

^ The pictures are from the suppress^ convent of S. Petronilla agh 
Umiliati. 

® [No. 15 Galleria of Siena.] See also the same general features in others 
of the same collection. 
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scenes of tlie Passion at His sides.^ Yet if Sienese painters failed 
to give an impulse to art, the cause lay in no wise in want of 
encouragement, or in the absence of rivalry. The early school 
of the old Ghibelline state is, in the thirteenth century, richer 
in names than the Florentine. The building of its cathedral was 
commenced and diligently pursued. Mosaics were commissioned 
for its front.2 Pictures, commemorative and votive, were ordered 
for churches and pubhc edifices, amongst which the Palazzo 
Pubblico was the chief. Justice and law owed some of their 

efficacy perhaps to artists who painted the likeness of criminals, 
pilloried in effigy on the great square of the city. Banners and 
flags were adorned,® and even the registers of public offices were 
covered with portraits of the officials who kept them, or with the 
arms of the people and “ comune.” ^ The commissions for most 
of these paintings unfortunately, in most instances, outlived the 
works themselves ; but amongst the latter class some specimens 
have been preserved which reveal the style and manner of Gilio ® 
and Dietisalvi.^ The latter appears indeed from 1264 to 1276 
as a monopolist of this sort of work in Siena. Four book covers, 
adorned with portraits of the clerks of the Camarlingo cli Biccherna, 
are preserved in the Archivio di State. The first by Maestro Gflio, 
representing a monk of S. Galgano in a white dress, seated in 
profile on a chair, is dated 1257. Two others by Dietisalvi, of 1264 
and 1269, are portraits of one Ildobrandino Pagliarese ; the fourth, 
of 1276, likewise by Dietisalvi, represents Jacobo di EodiUa.'^ 
Tliese four figures, interesting on account of their age and authen- 
^ [No. 11 Galleria of Siena.] 

2 Of Michele de Ser Memmo, a goldsmith and mosaist, who executed for 
the facade a figure of the archangel Michael, and who lived between 1340 
and 1370. (Doc. Sen., Milanesi, vol. i., p. 103-4.) 

® Painters of banners in 1262 are Piero, Bonamico, and Parabuoi. See 
Arch. deUa Biccherna in Rumohr {Forschungen, vol. ii., p. 23). 

* [On this subject cf. among others Lisini, Le Tavolette Dipinte di 
Biccherna e di Gabdla di R. Archivio di Stato in Siena (n.d.), and Heywood, 
A Pictorial Ohronide of Siena (Siena, 1902).] 

^ GiHo is noticed in Della Valle, Lettere Sanese, vol. i., p. 241. 

® Dietisalvi Petroni appears first .in records of 1267 as painter of the 
arms of the Camarlingo ; in 1269-70 as painter of the books of the Camar- 
lingo, for which work he received 10 soldi. Again, of similar work in 1281-2, 
and finally in 1290 of a picture of a “ Majesty in the Palazzo Pubblico. 
See Rumohr, Forschungen, vol. ii., p, 25, and Della Valle, Lettere Sanese, 
voL i., p. 241. In 1292, one Vigoroso painted books for the Camarlingo, 
and there are notices of Guido Gratiani, of whona a word later, Jacomino, 
Morsdlo CiK, and Castellino Pieri, painters. Rumohr, ubi sup., pp. 24, 25. 
[Of. Hjbywood, op. cU., p. 23, note 6.] 

[The Tavoletta of 1276 bears a portrait of Dom Bartolommeo, monk 
of S. Galgano. It is by an unknown artist. Cf. Heywoob, op. cit., p. 106.] 



EAKLY SIENESE ART 


149 


ticity, are painted with a viscous colour of much impasto on a 
general ground of verde, shadow’^ed in black and tinged on the 
lips with dark red. They reveal no sensible progress in the art 
of the time,^. 

Omitting here a Madonna assigned to Dietisalvi in the convent 
church of the Servi at Siena, ^ which appears to have been the 
work of Coppo di Marcovaldo, a Florentine, and a St. George 
of the fifteenth century in the sacristy of S. Cristoforo at Siena, 
engraved by Rosini as the work of Salvanello,^ a Sienese artist of 
the early time, it will be interesting to pause before a picture in 
the Academy of Arts at Siena, assigned to Guido, ^ representing a 
half figure of the Virgin and Child in a frame, at the angles of 
wliich are two flying angels. 

The Virgin, vast in shape, points with her right hand to the Infant 
on her knee, who gives the benediction and grasps a scroll in His left 
hand. Her round head, a little bent, and supported on a slender neck, 
is most disagreeable to contemplate. The nose, starting from a pro- 
jecting angular root, terminates in a broad depression, flanked by two 
large nostrils. The arched lines of the brow are but the continuation 
of a long curved lid extending towards the temple far beyond the outer 
corner of the eye. The canthus, instead of forming a loop as in nature, 
is drawn at a drooping acute angle. The irk, instead of being round, 
is oblong, and thus conveys an unnatural expression of ecstasy. The 
mouth is indicated by dark lines and by two black points at the comers. 
Outlines, red in light, black in shadow, bound the form, which is coloured 
in flat tones of enamelled surface, placed side by side as in works of 

^ A complete series of exfimples of this kind may be seen in the collection 
of M. Ramboux at Cologne, and though of slight importance, being small 
matters and damaged, may yet be noticed. The series extends from the 
earliest times of Sienese art to 1492. In it one may remark Ko. 338, a 
portrait by Dietisalvi of Don Bartolommeo di Alexis, paid at the rate of 
8 soldi — date 1278. 339, a similar portrait of Guido, a monk, by Rinaldo 

— date 1279. No. 340, portrait dated 1282, assigned to Duccio on the 
strength of a record of the time. No. 341, date 1296, and so on. Finally, 
No. 354, a figure of the “ Reggimento ” of Siena, with persons around hold- 
ing attributes, such as may be noticed later, date 1363. 

2 Engraved by Rosini in the atlas to his Storia della PiUura — table vi., 
as by Dietisalvi ; but see later. 

^ Salvanello is mentioned by Della Valle, Lettere Sane&e, as a painter 
at Siena in 1274. The S. George is so obviously of the fifteenth century, 
that it is difficult to understand Rosini’s error. It represents the saint 
strikiug at the dragon, whose tail is wound round the 1^ of the horse. On 
the breast grip of the martingale are the arms of Siena. In the distance, 
a landscape, with the usual female, is relieved on a golden sky. The 
costume of S. Greorge is of the fift€>enth c^tury, the drawing very precise 
and in the style of the painter Giovanni di Paolo, though better than in 
the usual run of his works. 

[No. 16 Galleria of Siena.] 
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marquetry. The hands are thin and inarticulate. The mantle, 
falling over a close cap to the shoulders, and partly covering a red tunic, 
shot with gold, is fairly accurate in fold, but lined with mazes of angular 
and meaningless strokes. The nimbus is full of glass stones. The 
same class of features, design, and draperies marks the infant Saviour, 
whose ears are of an enormous size. 

In character, this painting reveals the hand of one w^ho lived 
between a.d. 1250 and 1300, and, if it be by Guido, would prove 
that he was of the close, not of the rise of the thirteenth century. 
This minute description was necessary, as it may help to elucidate 
a question which has long engrossed critical attention, and involves 
Sienese and Florentine claims to the title of regenerators of Italian 
art. It is well known that the church of S. Domenico of Siena 
contains a picture by Guido, ^ which apparently estabUshes the 
supremacy of Siena over Florence. 

This pictui'e represents the Virgin and Saviour enthroned in an 
arch of three curves, above which three angels stand at each side. In 
the triangular pinnacle, now in the convent of the Benedictines of 
Siena,^ the half figure of the Saviour with the book, in the act of 
benediction, stands between two angels. The vast throne in which 
the Virgin sits is adorned with abundant tracery, and lined with a 
drapery. She points with her right hand to the Saviour, who sits 
crosslegged, in a yellow and gold tunic, on her lap. In her large and 
angular form, as in that of the angels and of the Saviour in glory on 
the pinnacle — in the drawing and draperies, the pecuHarities and 
defects of the latter half of the thirteenth century may be traced. A 
striking resemblance may indeed be noticed, in this respect, between 
the Virgin of the Siena Academy and that of S. Domenico. The hands 
of the Madonna are thin and inarticulate, the outlines red in light and 
black in the shadows. The draperies are shot with mazes of gold 
lines. In the Christ on the pinnacle, as well as in all the figures of 
angels, the features are drawn in the style of the Virgin of the Siena 
Academy : the former, with a vast circular wig and forelock, a wrinkled 
forehead, arched brows and long tailed eyehds, the angels with ugly 

^ [Now in Palazzo Pubblico.] 

* The convent of the church of S. Domenico. This pinnacle was in its 
place when Rumohs wrote. See Forschungen, vol. i., p. 335. The whole 
altarpiece, according to Tizio, was in his time on the altar of the Chapel 
de’ Capaci to the left on entering the church of S. Domenico, and had b^n 
previously in the church of S. Gregorio. It was originally a triptych, and 
Tizio says that the wings hung apart from the centre on the walls of the 
church of S. I>omenico. According to Padre Carapelli in Chronotaoda Sancti 
Domimd in Gamporeggio, the altarpiece, which had been long above the 
portal in S. Domenico, was in 1705 ^aced on the altar of the chapel of the 
venturini. See (Gaet.), DeUa V&ra Etit di Guido, Fittore Saneae 

(Svo, Siena, 1S59}, pp, 3, 4. 
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faces and paltry forms. The flesh tints are mapped out in abrupt 
and sharp tones, and side by side, without fusion ; the lips and cheeks 
spotted with red. If, however, the head of the Virgin and Child be 
examined, a new and difierent style may be observed in them ; and 
one may remark that beneath the painting of those parts, such as they 
stand at present, the engraved outlines of other and larger forms can 
be traced, whilst at the same time the lesser and newer ones are in a 
style totally different from that of the rest of the picture, or generally 
of the thirteenth century. 

That artists of the fourteenth did not disdain to repaint pictures 
of earlier masters is proved by a record of the year 1335, in w^hich 
Ambrogio Lorenzetti contracts to execute anew “ the face, hands, 
and book of the Virgin of the Duomo.” ^ The flesh parts of the 
Madonna’s head in the altarpiece of S. Domenico are executed in 
the technical method common to Cimabue, for instance, in the 
picture of S. Maria Novella at Florence, to Duccio, Ugolino, Simone 
Martini, and others of the Sienese school of the fourteenth century. 
Although that school was celebrated for maintaining old and 
typical forms, it did not remain so faithful to one, exact and 
immutable, but that one may follow the difference between types 
and outlines of the thirteenth and fourteenth centuries. The 
type, outline, and drawing of the heads of the Virgin and Child of 
S. Domenico are those of the fourteenth century, and quite as good 
as those of Duccio and Ugolino. The shape is more pleasing, the 
eyes more natural and regular, but, above all, the execution is 
different from that of the rest of the altarpiece. Instead of sharply 
contrasted tones without fusion, a light flesh is painted over a 
general tone of verde w^hich forms the shadow, and is fused care- 
fully in the passage to half shades. The lips and cheeks are of a 
more natural colour. So again with the head of the Infant. The 
type is newer, more pleasant and less grim, the colour carefully 
melted together.^ 

At the base of the pictui*e is an inscription all but perfect in its 
letters, but, strangely enough, carried up at its close from the border 
of the panel to that of the Virgin’s dress. It reads as follows : 

ME GU - . . o BE SENIS BIEBUS BEPINXIT AMENIS ; 

QUEM XPS LENIS NULLIS VELIT AGEKE PENIS : ANO B* 

MCC®XXI. 

1 G. MiLA^nESi, Doc, Sen., vol. i., p. 195. 

^ The dress of the Virgin has be^ repainted in parts and at various 
periods, some patches being in oil. One of the angels— that to the Saviour’s 
right, on the pinnacle— was totally renewed apparently in the fourteenth 
century. 
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That this inscription has often been retouched and, in some 
places, even repainted in oil, is evident from inspection. Gaetano 
Milanesi ^ affirms indeed that the whole signature is in more modern 
character than was used in the beginning of the thirteenth century. 
Be this as it may, the picture, had it remained unchanged as 
regards the heads of the Virgin and infant Saviour, would have 
created no controversy, but have been classed — with the Madonna 
of the Academy assigned to Guido — amongst the works of the 
thirteenth century, which indicate that art merely existed at 
Siena at the same level as in Lucca, Pisa, and elsewhere. The 
heads of the Virgin and Saviour in the altarpiece of S. Domenico 
alone justify the encomiums lavished on Guido ; but as they are 
evidently not by him, but by a later painter of the Sienese school, 
the wonder ceases, and Cimabue remains entitled to the position 
of first regenerator of Itahan art. The arguments against Guido 
are not, however, exhausted by the evidence that painting till 
late in the thirteenth century maintained itself at a comparatively 
low standard in Siena, or that the picture assigned to the year 1221 
bears an altered inscription. AH the industry of Della Valle, 
of Rumohr, and of Milanesi has failed to discover records of a 
painter named Guido earlier than 1278. One Guido Gratiani is 
noticed in an account of the Camarlingo di Biccherna of that year ^ 
as the painter of a banner. He superseded Dietisalvi in 1287, 
1290, 1298 as painter of the books of the Biccherna.® He executed 
in 1295 a ‘‘ Majesty between S, Peter and S. Paul ” in the Public 
Palace of Siena, and gilded 300 letters for an image of the Virgin. 
In 1302, he produced the portraits of twelve forgers for the front 
of the Tribunal of Justice.^ Guido was one of three sons of Gratiano, 
and lived in the Parocchia di S. Donato ai Montanini, the painters’ 
quarter, celebrated for its street called the Via de’ Pittori. He 
brought up to his profession a son named Bartolommeo, or Meo, 

1 Gaetano Milanesi, Della Vera Eta di Q-wido Piitore Sanese, libi 

p. 7. He finds between the mcc and the xx space for an l and after xx 
space for two other letters ; for this reason he thinks the picture by Guido 
Gratiani, of whom something must be said hereafter. Thus, even the more 
modem restoration would, according to this view, have been partly 
obliterated. * 

2 G, Milanesi, Della Vera EiA, &c., p. 9. 

® Ibid., and Rttmohr, Forsclmngen, vol. ii., p. 24. 

^ In the Ramboux collection at Cologne, under No. 24, is a Nativity, 
of the Sienese school, of the close of the thirteenth century, whose execu- 
tion and style recall that of the angels in the altarpiece of S. Domenico by 
Guido. Tliis would justify the name given by M. Ramboux. The com- 
position is repeated by Duccio a little later in the great altarpiece of the 
Duomo, 
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who afterwards settled at Perugia (1319) and painted for the 
church of Montelabate. Guido’s brothers, Mino ^ and Guarnieri 
or Neri, were artists also. The former, in 1289, painted a Virgin 
and Saints for the hall of the Great Council in the old Palazzo 
Pubblico of Siena. He worked in another part of the same edifice 
in 1293, and in 1298 produced the portraits of several false witnesses. 
In 1303, he executed a S. Christopher in the Palazzo, and, 1329, 
disappears from the public records. Of Guarnieri notliing is known 
but that he left behind him three sons, Giacomuecio or Muccio, 
Ugolino, and Guido, who in 1321 was matriculated as a painter 
in the Company of Surgeons and Grocers of Florence.^ 

Siena can lay no claim to superiority in art during the thirteenth 
century. She was indebted to Niccola and Giovanni for the 
chief ornament of her cathedral ; and, under the guidance of these 
and other strangers, the school of which Agnolo and Agostino 
were the ornaments arose in 1300. Her children rivalled the 
Florentines in the art of painting, but only after Cimabue. Whilst 
her Duccio, Ugolino, Simone, and Lorenzetti are entitled to well- 
deserved admiration, their influence remained ever second to that 
of Florence, 

Painting may be said to have followed much the same course 
at Arezzo as at Lucca, Pisa, and Siena, Crucifixes, portraits of 
S. Francis, and a few Madonnas were the staple of its production, 
and these were of a more decidedly repulsive character than the 
works of other Italian cities. A small Crucifix, of the close of the 
tweKth century at S. Maria della Pieve, in the old form, in which 
the Saviour, half size of life, stands erect and open-eyed ; another, 
of the same character and date, in the Chapel del Sacramento, 
contiguous to the CoUegiata of Castighone Aretino; and a third, 
colossal, of a later period, in S. Domenico of Arezzo, in which the 

^ See the amusing error of Della Valle in the LeUere Sanese, vol. i., 
p. 282, who confounds Mino with Torriti. See also, later, the question of 
Mino and Simone Maj*tini as to whether the former had a share in the large 
fresco of the Virgin and Saints in the Sala del Gonsiglio of the P^aazo Pubblico. 
Sacchetti, in his 84 Novella {vbi 8up,t vol. ii., p. 45), gives a picture of Mine’s 
shop, in which stood six Crucifixes, four of which were of carved wood and 
two painted, all leaning against the wall of the bottega and stand in g on a 
desk, ready for customers. Mino one night surprises hk wife, who seems to 
have been of frail manners, and her gallant sav^ himself by assuming the 
attitude of the Redeemer against one of the crucifixes. 

* See G- Milanesi, DeUa Vera Bid,. <fec., p. 9. Other painters of this 
period, equally unrepresented by authentic works, mentioned by Della 
Valle, LeUere Sanese : — 1262, Ventura di Gualtieri ; 1271, Rmaldo ; 1281, 
Romano di Paganello ; 1289, Guedo ; 1293, Rinforzato, Minuccio di 
Filipuccio ; 1298, Vanni di Bono, already recorded at Pisa. 
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feet of the Saviour are still separate, but the belly and hips over- 
hang, mark the progress of the same decline at Arezzo as else- 
where A 

Margaritone inherited and prolonged the agony of this degenerate 
style. He stood in the same relation to Arezzo as Giunta to Pisa, 
and would never have emerged from obscurity had not Vasari 
been moved by a laudable desire to rescue the art of his native 
city from obHvion. He was born apparently about 1236,^ had 
certainly reached the age of manhood in 1262,^ and lived long 
enough to shrink before the praises so justly due to Cimabue and 
Giotto.^ He is said to have laboriously executed frescoes in 
S, Clemente of the Camaldolese of Arezzo ; but they are certainly 
not to be regretted,® if they resembled other productions from his 
hand, such as a Madonna and a colossal Crucifix with S. Francis 
at the foot of the Cross, in S. Francesco of Arezzo,® both darkened 
in colour and executed without spirit, knowledge of design, or 
movement.’ These two works of Margaritone are, it is true, 
without authentic signatures ; but they are noticed by Vasari, 
and are exactly in the style of two altarpieees signed with Margari- 
tone’ s name, lately in the TJgo Baldi collection. The first of these 
has found its final resting-place in the National Gallery. It 
represents the Virgin and Child in an elliptical glory supported 
by angels, with the symbols of the Evangehsts ; and, on the sides, 
scenes from the life of S. John the Evangehst, S. Catherine, S. Bene- 
dict, and S. Margaret.® The second represents S. Nicholas in 
cathedra, with four episodes of his hfe at the sides.® Both these 

1 This Cnicifix has indeed much the character of those of Margaritone, 
The yellowish lights are painted over a general tone of verde. 

^ Vasari, vol. i., p. 308. 

® A record of the convent of S. Michael at Arezzo contains the name 
of Margarito pictor fiUus quondam Magnaniy and the date 1261. Annot, to 
Vas., voL i., p. 302. 

* Vasari, vol. i., p. 302. 

® They perished with the church in 1547. 

* [Now in the Museo,] 

7 These works are assigned to Margaritone by Vasari, and still exist. 
See Vas., vol. i., p. 303. . 

® This picture, now in the National Gallery [No. 564], was long considered 
lost, having disappeared when the great transom of the church of S. 
Margaret of Arezzo, on which it hung, was removed. It is signed “ margarit. 
DE ARITEO Twp*. FECIT.” Vasari’s wonder at the duration of this work would 
be increased had he lived till now. Yet one may express surprise at Ins 
remark that “ a picture on canvas should have been preserved so long ” 
(voL i., p. ^3). The canvas in question is primed and stretched on gesso 
like ail others of the time. See Lanzi’s curious error in reproducing Vasari’s 
remarks, vol i. trandoHon, Bohn, London, 1847), p- 37. 

» Vasari not^ a picture at S. Nieoola of Arezzo, which is probably tliis 
one. Vas., voL i., p. 307. 
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works are repulsive, coloured like playing cards, and of that 
childish style common to the Lucchese, Pisan, and Sienese schools 
of the thirteenth century. Yet Margaritone was not without a 
spark of pride as to the value of his works, if it be true that as a 
token of gratitude for the spirit with which Farinata degli Uberti 
saved his country from danger and ruin, he presented to the great 
Florentine a colossal Crucifix ‘‘ alia greca.” ^ This Crucifix, adds 
Vasari, “ is now in Santa Croce between the Peruzzi and Giugni 
chapels.” Now, such an one, assigned to Margaritone, is sus- 
pended in an antechamber common to the sacristy and chapel of 
the novitiate of that church, but displays less the feeble manner 
of the Aretine than that of a second-rate painter of the fourteenth 
century. A second, in the same edifice, of older date than the 
foregoing, may likewise be seen in the sacristy. The attitude of 
the Saviour and the parted feet indicate an artist of the close of 
the thirteenth century, and therefore a contemporary of Margaritone 
and Cimabue ; but the warm flesh tones, shadowed in grey, are 
less characteristic of the former than of a Florentine who lalxjured 
in the vicinity of the latter. Less distant from the style of the 
Aretine is a Crucifix, much damaged and darkened by age, in a 
passage leading to the sacristy of S. Francesco at Castiglione 
Aretino, in which the Saviour is made fast with four nails, the 
Magdalen grasps the foot of the Cross, and the usual episodes com- 
plete the ornament of the fatal instrument. Nothing can be 
more curious or more calculated to convince the spectator of the 
deep decline of art, than the effort to render the anatomy of the 
human body — an effort, which consisted in representing the veins 
of the legs in relief.^ 

Margaritone^s chief industry seems, however, to have been 
the constant reproduction of the figure of S. Francis, of which 
numerous examples are preserved. The least repulsive is perhaps 
that which hangs in the convent of the Cappuccini at S^giano, 
near Arezzo, where the saint is represented a little less than life 
size, holding the book, showing the Stigma on his right hand, in 
frock and cowl, and on tiptoe.^ The head may be called regular 
in form, the figure stout, and in this contrasting with the portrait 

^ Vasabi, vol. i., p. 304. This would have occurred in 1200. 

® Vasari assigns to Mai^aritone a Crucifix on a transom in the Upper 
Church of Assiri, thus unconsciously robbing Giunta of one of his works. 

® Does Vasari, when he speaks of this as “ ritrctUo dH naiurcde,^^ mean that 
it was painted from life, or only life size ? Surely the latter. Vas., voL i,, 
pp. 303-4. 
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by Berlingliierx. The features are, however, expressed in the most 
elementary manner, the mouth with a zigzag stroke of red, wrinkles 
with parti-coloured streaks. The extremities are rude and ill 
drawn, with the nails of the fingers and toes out of place, the 
draperies tortuous, and the colour, of fuU body in lights, super- 
posed above a general tint of grey.^ In Santa Croce at Florence 
the altar of S. Francesco is honoured by one of these portraits, 
with eight episodes on each side, four below the feet, and a tree 
of the order between two angels at the top.^ The name of Cimabue 
has been falsely exchanged here for that of another painter, whose 
enamel colour, darkened by age, whose general style are very hke 
those of Margaritone ; ^ nor is this a solitary example. A 
S. Francis with sixteen side pictures, of old assigned to Lippo 
Memmi,^ may be seen in the CappeUa Bracciolini at S. Francesco 
of Pistoia, another in the convent of S. Francesco of Pisa.® The 
same figure in S. Francesco outside Sinigaglia, signed ‘‘ Margari- 
tonis devotio me fecit,” has not been preserved,^ but in its place 
is one without a* signature. Three more exist — in S. Francesco of 
Castiglione Aretino, in the Academy of Arts at Siena,’' and in the 
Museo Cristiano at the Vatican.® The first, in part covered by 
another picture, represents the saint upright, cowled, with a cross 
in his right and a book in his left hand ; and is inscribed ‘‘ mabgabit. 
DE ABiTio ME EEC.” The second, painted with a hard enamelled 
surface, is signed mabgabit be abetio m. e.,” and is excessively 
ugly, short in stature, and gazing. The last, equally repulsive, 
bears the mutilated inscription : . de . . . o me eecit.” ® 

That a good painter may also be a good architect and a talented 
sculptor is so fully exemplified in the history of Italian art that 
it creates no surprise ; but that a bad painter should become a 

^ This picture on panel covered with a primed canvas, fast to the gesso, 
is in part restored and bears the inscription . sgaeit x>e abetio 
BINOEBAT,” the latter word retouched. 

® [In the CappeUa Bardi.] 

® This picture is assigned to Cimabue by Vasabi, vol. i., p. 221. 

* See Tolomei, Quida di Pistoia, vbi s^ip., p. 130. The original of 
Memmi has perhaps existed and been replaced by this which falsely bears 
his name. 

® This also is assigned by Vasari, vol. i,, p. 222, to Cimabue. According 
to Tronei MSS, in A.rcJiiv. Stor., vol. vi., p. 406, there were two pictures by 
Margaritone in the church of S. Catherine of Pisa, one representing S. Francis, 
the other S. Catherine. 

• Annot to Vasari, vol. i., p. 304. 

7 No. 18. 8 Case No. 18. 

8 The eommmtators of Vasari, vol. i., p. 304, notice a fourth as recently 
exported from Florenee, a fifth mention^ by Vasari as stiU existing at 
Ganghereto sopra Terranuova di Valdamo. Ibid., p. 305. 
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good arcliitect and sculptor passes all belief. Yet Vasari vouches 
for the fact, and says that Margaritone executed the model of the 
Palazzo and of S. Ciriaco, at Ancona,^ and the tomb of Gregory X. 
in the episcopal palace of Arezzo. The palace of Ancona has 
undergone a total change since the sixteenth century,^ and the 
church of S. Ciriaco dates from the tenth century, but the portal 
of the latter edifice is filled with heads of apostles which display 
the rudeness peculiar to the thirteenth, albeit notliing characteristic 
of Margaritone. The monument of Gregory X. — in the cathedral, 
and not in the episcopal palace at Arezzo — displays the style of 
the pupils of Niccola Pisano. The body of the pontiS lies on a 
slab under the trefoil arch, at the point of which the Saviour in 
the act of benediction is represented in a medallion. The statue 
of Gregory is naturally and broadly treated, whilst in three 
statuettes at the pinnacle fair action is coupled with shortness of 
stature, a characteristic feature in the works of Arnolfo and other 
Pisan sculptors.^ Is it necessary to add that there is no resemblance 
between this monument and the sculpture of the portal of S. Ciriaco 
of Ancona ? 

Vasari, however, notices in the life of AmoKo, one Marchionne, 
who, after executing works at Rome and elsewhere, produced 
certain sculptured figures on the front of the cathedral of Arezzo,'^ 
which by their rude execution rival the paintings of Margaritone. 
The biographer may have confounded two names which are not 
unlike each other in sound ; but his mistake is more difficult to 
pardon if one considers that the painter Margaritone and the 
sculptor Marchionne could not have existed at the same period. 

Whilst Margaritone and Marchionne thus stamp the art of 
Arezzo as inferior even to that of the cities in its vicinity, another 
painter did honour to the birthplace of Vasari, and this is 
Montano. 

A glance at the history of these days may reveal the influence 
which the house of Naples wielded in Italy at the close of the 
thirteenth and rise of the fourteenth centuries, during the struggles 

1 Vasari, vol. i., pp. 307-8. 

2 Annot. to Vasari, vol. L, p, 308. 

^ A modem inscription at the base of the monument declares, does not , 
prove, that it was executed by Margaritone. 

* Tlie inscription on the front of the cathedral of Arezzo, wliich can 
only refer to the sculpture, as the greater part of the front and church cure 
of 1300, runs as follows: “anni d. mccxvi. ms madh. marchio scxjlpsit 
PBRMATHUS MUNEBA FULSiT ITPE ARCHiPBi z.” Vasari also gave to Mar- 
chionne the tomb of Honorius III. in S. Maria Maggiore at Rome, which 
in his second edition he assigns to Arnolfo. Vasari, vol. i., p. 244. 
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of the Guelphs and Ghibellines, Charles I. and II., and Robert 
the Wise played a conspicuous part in the politics of Florence. 
Niccola, Arnolfo, and Giovanni had, it is said, been employed in 
the latter part of the thirteenth century in the construction or 
enlargement of the castles which overa'wed Naples, or made the 
city a strong place of arms. Churches had been built and endowed ; 
and, according to the custom of the time, painting was required to 
complete the adornment of the latter as weU as that of the royal 
chapels within the fortresses. Numerous as were the mosaists 
and sculptors of South Italy in the twelfth and thirteenth centuries, 
painting seemed to have been less successfully pursued, and though 
Dominici records the names of artists of most fabulous antiquity, 
his statements are doubtful and seldom trustworthy. One might 
indeed repeat respecting him the opinion of a late lamented author, 
who affirmed that Dominici’s book was hardly less fabulous than 
the Metamor'phoses of Ovid. The oldest painting in Naples which 
has really the character of the close of the thirteenth century is 
a fresco in the cortile of the monastery of S. Lorenzo Maggiore, 
above the door leading into the church. 

The Virgin, a slender and small-eyed figure, holding the infant 
Saviour on her knees, plays with one of His hands, whilst He, with 
not imgraceful motion, grasps a flower. The fingers of the hands are 
thin, but coarse at the extremities. A small figure at the Virgin’s 
feet kneels in prayer, whose shield hangs to the right.^ 

This work would dinicate that painting at Naples had sunk 
to the general level of the thirteenth century all over Italy. Mon- 
tano d’ Arezzo had more talent probably ; and the works which 
he undertook were vast and important. He painted in 1305 in 
two chapels of the Castel Nuovo,^ and in 1306 in two chapels of 
the Castel del Uovo.^ He had been the favourite of Philip of 
Tarento, and on the death of that prince became the ‘‘ familiar ” 
of King Robert, who (1310) knighted him and endowed his title 

^ On gold ground. 

^ In the Register No. 1305, letter G, folio 226, verso, of the Royal 
Sicilian Arcliives, is the following: Magistro Moniorio (? Montano) pictori 
pro pictura dttarum capellarum Cmtri nostri Novi NeapoUs et aliia n^cessariis 
ad pingendum capellas easdem, unciariim F. Datum Neapoli die 20 Auguati. 
Indict III. an. 1305.” In Letter e stiUa Chiesa deW Incoronakt, etc., by 
Giuseppe Angeeuzzi (8vo, Naples, 1846), p. 12. 

® In the same records. Roister fol. 228 : “ Magistro Montano pictori 

pro pidmra dnarum capeUarum Oaatri nostri Ovi undarum VIII. Sub die 
uitimo Augusti. Indict. III., an. 1306.” Ibid., p. 14. 



MONTANO D’AREZZO 


159 


with lands near Marigliano.^ A chapel in the monastery of Monte- 
vergine near Avellino, for which King Robert had a special 
reverence, was adorned by his hands, and he is, by tradition, the 
author of a Madonna at that honoured shrine. The head of the 
image is said to have been brought home from the Crusades ; but 
this is a fable sedulously maintained with the aid of a fictitious 
reading of old records and by a diligent concealment of all but 
the features under an ornament and diadem of jewelled silver. 
Nor would it have been easy to form an idea as to the value of a 
picture exhibited at a shrine of such celebrity but for the circum- 
stance that, not long since, the whole figure was laid bare for the 
sake of being copied, and it became possible to remark, first, that 
the whole altarpiece is the work of one hand, and secondly, that 
it corresponds in style to that of a painter living in the first years 
of the thirteenth century. 

The Virgin, of large size, enthroned in a chair, holds on her knee 
the Infant, who grasps the dress at her bosom and is clothed in a red 
timic shot with gold. With her left hand she firmly supports Him, 
whilst with her right she seems to draw attention from herself to Him, 
an action common to the early schools. Two small angels wave censers 
at the upper angles of the chair, at the foot of which are six of the 

^ In the same records Begist. Let. E, B 27 a tergo an. 1310 : “ Bobertns 
rex universis presentes litteras ispectiiris, tarn presentibus qiiam futuris. 
Induct! nos instituis naturalibus et ratio ut cum . . . affectibus in hiis 
maxime per quae et sequentibus merita di^a pervenit, et opera munificentise 
per quoddam honestatis debitum, nec indigno clarescunt sane Montanus do 
Aretio pictor et famiiiaris carissimi fratris nostri Filippi principis Acahie et 
Taranti fidelissimus in presentia nost, Majestatis . . . quod idem princej^, 
de Grata servitia quse idem Montanus sibi hactenus prestatum est prsestabat 
suse dirigens considerationis intuitum speciaiem sibi fecit gratiam et cessit 
que proinde litteras suo pendent! sigillo munitas quas nostro cospetui pre- 
sentavit tenoris, &c. Philippus dare memorie . . . servitiis quae Magister 
Montanus de Aretio pictor famiiiaris noster nobis exhibuit et exhibere non 
cessat maxime in pingendo capellam nostram t€un in domo nostro Neapolis 
quam in Ecc. B. Marias de Monte Virgims, ubi speciaiem devotionem habemus 
eidem Magistro Montano et ejus eredibus utnusque sexus et ejus tempore 
legitime descendentibus natis, jam et in antea nascituris in perpetuum de 
a K. terra dim nemoris sen silva Larje quse est in terra nostra comitatus 
acerrarum, sita inter Marilianum et Summam, quam Silvam in toto tralii 
©t extirpari,” &c. Ibid., p. 15. 

The manner in which the foregoing has been altered for an evident 
purpose may be seen in the following extract from PrivUegi Incepti e 
BaronaU (foL, Naples, vol. ii.): — 

“ 1310. Privilegio del Re Roberto con cui dona a Montanara d’ Arezzo, 
pittore, una stanza di Maggia 100, site tra la Cerra e Marigliano per aver 
dipinto il busto del Quadro di nos. Sign, de Montevergine e la cappella del 
D. Re in Napoli.” 

There is not a word of the Virgin of Monte Vergine in the record, still 
less of her “ bust.” 
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heavenly messengers. The form of the Infant, small for that of the 
Virgin, the diminutive size of the angels, impair the balance of the 
group. The Madonna is of a slender and not quite ungraceful shape. 
The head is of a regular outline, but, like that of the Infant and angels, 
reveals in the painter a lingering attachment to old fonns, and a 
mixture of the manner still visible in Cimabue with that of the Giot- 
tcsques. The hands are long, and the fingers slender but coarse at 
the extremities. The draperies, with gilt embroidered borders, fall 
with a comparatively easy fold, and are all shot with gold. It is a 
work which may be classed betwixt those of Siena and Florence, 
graceful enough to remind one of the former, without the breadth 
peculiar to the latter, but not so talented as to explain the high position 
of Montano at the Neapolitan court at a time when Giotto was already 
famous. It must, however, be borne in mind that the whole picture 
has been rubbed down, so that in the heads of some angels the original 
drawing may be seen. The gold ground is gone, and the colour, now 
hard and raw, seems to have been thinly painted on a slightly primed 
panel. The shadows are still, how’-ever, warm in tone. 

The fabulous history of the head being a rehc of the Crusades 
arose from a very natural desire to increase the reverence due to 
the shrine, but seemed confirmed by the fact that this part of 
the panel, being formed of a separate block, projects with its 
nimbus at an angle to the plane of the picture, a practice common 
to all the schools of the eleventh, twelfth, and tliirteenth centuries. 

But besides the evident presence of the same hand in every 
part of the work, the projection is of the same wood as the rest 
of the panel. The record of Montano’s knighthood in no wise 
supports the fable of a relic brought home from Constantinople, 
but merely states that the painter laboured at Montevergine in 
1310. The picture seems to have been executed at that period, 
and may therefore be assigned to Montano, the more, as there are 
vestiges of painting of the same kind in one of the chapels of the 
church. 

In Naples, little remains that recalls the style of a painter 
whose industry was so great, except a half figure of a bishop in. 
episcopals, in the act of benediction and aged about threescore, 
in the dormitory dei Giovanetti of the Seminario Urbano, 

This figure is not without grandeur, and seems to be one of a series 
of three, the remainder of which have perished. Above the figure 
of the Ijishop stands S. Paul with the sword and book, of good features 
and character, more modern in style than Cimabue, and somewhat 
Giottesque in t 3 rpe. The contours are a little black, the colour rubbed 
down. Montano may possibly be the author. 



CHAPTER VI 

RISE OF ART AT FLORENCE 


The rise of the Florentine school may be said to date from the 
period when Jacopo the Franciscan adorned the tribune of the 
Baptistery of S. Giovanni vdth. mosaics ; but there are written 
records of old date to prove the existence of art at Florence as 
early as the eleventh century. One Rustico, “ clerk and painter,” 
hved there in 1066. The memory of one Girolamo di Morello, 
also a “clerk and painter” in 1112, is preserved in a document 
of the time; and these names not 'only prove the existence of 
artists, but that they were chiefly of the religious orders. In 1191 
Marchisello of Florence painted a picture which still existed at 
the time of Cosimo de’ Medici on the high altar of the church of 
S. Tommaso. In 1224, the prior of S. Maria Maggiore of Florence 
was indebted to one “ Magister Fidanza dipintor,” ^ and sold a 
house to satisfy his creditor. In 1236, Bartolommeo, a painter, 
lived at Florence.^ One Lapo di Florentia painted on the front 
of the cathedral of Pistoia in 1259 ; ® and as early as 1269, one of 
the streets of Florence already bore the name of Via de’ Pittori.'* 

The earliest artist mentioned by Vasari, is Andrea Tafi, who, 
according to a doubtful clironology, was bom in 1213.® Tafi, 
“ being not the most talented man in the world, and considering 
that mosaic, because of its durable quahties, was in greater estima- 
tion than any other kind of painting, proceeded from Florence to 
Venice, where certain Greeks were working in that material. Having 
become their companion, he succeeded, by means of money and 
prayers, in bringing a Greek painter named Apollonius to Florence, 
who taught him the art of baking mosaic cubes and of making the 

^ Rtjmohb, Forschung&riy gives the original record, vol. ii., pp. 28, 181. 

2 Gave {Oarteggio, vol. i., p. 423, 8vo, Flor., 1839) quotes from a record 
of Aug. 1292 at Florence, one Fine, “pictor,” who executed work in the 
“ palatium comune.” 

2 CiAMPi, vH aup„ Doc. xxi., p. 142. The subjects were the Virgin and 
Child between two saints, half figures. 

* See also for these early artists, commentary on the life of Cimabue 
in Vasaei, vol. i., pp. 233-4. 

® Vasari, vol. i., p. 285. 
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putty for joining them.” ^ Without denying that Tafi visited 
Venice, or that Apollonius ^ abandoned the works of S. Mark for 
those of S. Giovanni, it may be observed that the art of mosaics 
required no new rules in the thirteenth century, and that, even at 
Florence, Fra Jacopo perfectly succeeded without the aid of Greeks 
in producing (1225) the mosaics of the tribune in the very edifice 
which Tafi afterwards helped to complete. This obvious fact 
apparently puzzled Baldinucei, who cleared the difficulty by 
making Fra Jacopo a pupil of Tafi,® mindless of the fact that the 
latter being, according to Vasari, born in 1213, and in reality perhaps 
later, he could not have taught a mosaist who laboured in 1225. 
Andrea Tafi indeed was more probably a pupil of the Franciscan, 
as is very truly observed by the commentators of the Aretine, 
who quote, much to the point, a passage^ in which Tafi and 
Gaddo Gaddi are made to assist Fra Jacopo, and this at a time 
when Tafi had become famous throughout Italy.” ^ 

The Baptistery of Florence was, according to Vasari, executed 
jointly by Tafi and ApoUonius,^ one figure alone being due to the 
undivided industry of the former. 

In the converging sides of the cupola, the Saviour erect, in the 
act of benediction and holding the book, is surrounded by thrones, 
virtues, the emblems of rule, angels, archangels, powers, and domina- 
tions. Beneath the Saviour in glory, and above the entrance to the 
tribune, a colossal Redeemer sits on a rainbow in Judgment ; at His 
feet the Resurrection of the Dead, and in three courses at His sides, 
the Angels soimding the Last Trump, the Apostles, Paradise, and 
Hell. These three courses, continued round the octagon, are filled, 
in the upper, with scenes of the Creation from the Separation of Light 
and Darlmess to the Deluge, the second with incidents from the life 
of Joseph and his brothers, and the third with episodes from the history 
of the Saviour, The fourth and lowest row is devoted to the mission 
of John the Baptist. 

All this is not the produce of one, or even of two hands, but 
of many. The distribution and general arrangement may be of 

^ Vasahi, vol. i., p. 281. 

2 Tlie existence of ApoUonins is doubtf\il. Del Migliore, MS. notes to 
Vasari in the Magliabecchiana {com. to Vasaui, vol. i., p. 288), protends 
that he read in a record of 1279 “ magister Apollonius pictor florentinus.” 
Bicba., Chiese Fiorentine, vol. v., p. xlii., says he saw the name of Apollonio 
in the records of the Baptistery ; but the records themselves are not to be 
found. 

* Baldinuocji (F.), Opere (8vo, Milan, 1811), vol. iv., p. 93. 

* Vasari, vol. i., p. 285. ® Vasari, vol. i., p. 284. 

» Vasari, vol. i., p. 282. 
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the thirteenth century, but it is very doubtful whether the whole 
was at once completed. The mosaic, imposing by its symmetry 
and the due subordination of the architectural and pictorial parts, 
reveals various periods of labour and restoration, and a consequent 
loss of original character. Amongst the least defective, and 
probably earliest, parts are those immediately to the right of the 
Redeemer in Judgment, and especially one in which a half figure 
of the Eternal, standing with raised arms and creating the sun 
and the moon, is distinguished by regularity of proportions. Yet 
in the sequel of this series different periods may be noticed. The 
first mentioned, however, make a nearer approach to the tribune 
mosaics than the rest, and the latter, whatever Vasari may have 
thought or pretended, are superior to those of the octagon.^ The 
course devoted to the life of the Saviour displays a more modern 
style, the legs of the Crucified Saviour being nailed over each other, 
contrary to the practice of the thirteenth century. The most 
feeble and defective figure in the Baptistery is the much damaged 
and restored one of the colossal Redeemer in Judgment, specially 
assigned to Tafi, which is remarkable for the size and grimness of 
the head, the deformity of the extremities, and the overcharge of 
gold in the confused draperies. Akin to this figure in its faults, 
the angels and apostles of the Judgment betray, in their vehement 
and ill-rendered action, the general character of the w^orks of 
the thirteenth century, and seem but a continuation of the style 
of S. Angelo in Formis near Capua. That Tafi should have much 
credit for this colossal figure is surprising and probably mitrue. 
In the Inferno, the figure of Lucifer, sitting upon dead bodies, 
with serpents hissing from his ears, was conceived much in the 
spirit which prevailed later in Giottesque pictures, and may 
possibly be a restoration by one of the Gaddi. 

If Tafi is one of the feeble artists of the last period of the dechne, 
and does not charm by any species of talent, he may still amuse 
us by his timidity and superstition, which Franco Sacchetti ^ has 
ridiculed with as much gusto as Vasari rallies his grotesque style. 
That style the Aretine affected to consider purely Greek, starting 
from the wilfuUy erroneous opinion that everything feeble in art 

^ See Vasari’s depre<aatory remarks on all these mosaics, but especially 
on those of Fra Jacopo, vol. i., p. 284. 

* Fuakco Sacchetti, Novel 191, Edit, of Gaetano Pogliani (Svo, Milan, 
1804), vol. hi., p. 136. Sacchetti, according to Bottari’s preface to the 
above edition, p. xxii„ was bom about 1335, a year before the death of Giotto, 
and completed his FTovelle about the year 1376. 
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in Italy sliould be attributed to foreigners. He might have been 
nearer the truth had he affirmed that Tafl combined the defects 
common to Itahans and Byzantines at this period ; for there 
was a feeble Greek art, but by its side a feeble Italian style ; and 
both were so degenerate as to be hardly distinguishable. Tafi 
being no more Greek than Italian in manner, might have learnt 
quite as much from masters of one as of the other nationahty. 

Of Tafi’s supposed works in Pisa no record has been preserved. 
He died, according to his biographer, in 1294.’- It might have been 
interesting to compare with his mosaic at the Baptistery those of 
S. Miniato, outside Florence, executed, as is proved by an inscrip- 
tion, in 1297. Those of the front, as weU as those of the choir, 
were in existence in the time of Rumohr, who describes the first 
as of the eleventh century, and without a trace of Byzantine char- 
acter, the second as in Greek taste.^ At the present time the 
mosaics of the front, which had almost been obHterated, have been 
renewed, whilst those of the choir have undergone the worst sort 
of repair.^ 

Vasari notices as a curious circumstance that, when Alessio 
Baldovinetti, and after him Lippo, restored, the mosaics of the 
Baptistery, it might be seen that the design was previously drawn 
and coloured in red on the stucco.'* This was a common custom, 
and may be noticed at Cefalu. All artists used the same method, 
whether for mosaic or for fresco, and it may be seen in the cathedral 
of Assisi and, as late as the fifteenth century, in the frescoes of 
Benozzo Gozzoh at the Campo Santo of Pisa. In mosaics, the 
cubes were simply laid according to the design on the stucco. 

^ Vasabi, vol. i., pp. 285-6. Of his pupil Antonio di Andrea Tafi nothing 
further is known than that he is inscribe in 1348 in the Company of S. Luke 
at Florence. Gaye, Carteggio, vol. ii., p. 37. Of Bonamico or Buffalmacco, 
a word later. 

2 Rumob®, Forschungen, vol. i., pp. 354-5. 

® This mosaic represents the Saviour between the symbols of the 
Evangelists, with the Virgin erect and stretching out her arms on the left, 
and S. Miniato presenting a crown on the right. Ornaments with medallions 
of apostles, animals, and birds, form the border. The mosaic has the. muti- 
lated inscription : “ap o Df!fi Mccxcvn. T&p f OE p. p . . . STO OPUS.” This 
mosaic has been restored on the system pursued in S. Mark at Venice, namely 
removed and re-executed after tracings had been taken of the remains. 
It is needless to say that the character of the original has been lost in the 
copies. It is surprising that an art commission like that of Florence sho\ild 
in the year 1861 countenance such practices, particularly when elsewhere 
the pal^ of the Podesta has been so ably restored, and when at Pisa, the 
conscientious and able Pietro Bellini has restored the cathedral, super- 
intended the works of the Baptistery and Campo Santo, and renewed, exactly 
in its original style, S. Paolo a Ripa d’ALmo. 

* Vasaei, vol. i., p. 283. 
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In drawing for wall painting, the artist first transferred, either to 
the raw surface of the wah, when the work was to be on one 
intonaco, or to the first intonaco, when two were used, the original 
design. This was done by means of comparative squares, by 
which a small original drawing in the painter’s hand was transferred 
in larger proportions to the space intended for it. After this 
transfer, the necessary improvements having been made on the 
waU, were transposed as corrections to the original small drawing. 
The final intonaco was then laid on in portions, and retraced with 
the assistance of the squares on the still uncovered parts and on 
the corrected design. The use of a single intonaco lasted to the 
close of the thirteenth century. Two were introduced at the time 
of Giotto, and continued by his successors ; and it was not till 
the fifteenth century that cartoons were pricked and pounced. 

Contemporary with Tafi was Coppo di Marcovaldo,^ a Florentine 
painter, who possessed no qualities superior to those of his pre- 
decessors. In a picture of the convent church of the Servi at 
Siena, assigned to Dietisalvi, he displayed no better acquirements 
than his neighbours.^ The subject of the Virgin enthroned in a 
vast chair, and holding the infant Saviour, with two angels at 
the upper angles, is rendered in the old manner ; and in the com- 
position, attitude, and features, as well as in the draperies and 
ornaments, Coppo continued the defective manner of the period — 
differing perhaps from the Sienese in this, that his forms had some- 
thing of the Florentine weight. As a colourist he cannot be 
criticised, because the surface of his picture has been rubbed down, 
darkened by age and restoring ; but, if one can judge from the 
remains, his tones were mapped out in sharp contrasts on a rough 
surface of gesso. The date of this work, if credit can be given to 
records, was 1261. There are further notices of Coppo as having 

^ [Coppo di Marcovaldo was perhaps the most noteworthy among these 
early Florentines. He was bom at Florence early in the thirteenth century. 
Pkof. Baccji has written of him {Coppo di Marcovaldo e Salerno di Coppo) 
in VArtCy voL hi., p. 32 et seq. His finest work is in the Chiesa de’ ^rvi 
in Siena — a Madonna and Child, which is like a forerunner of the Rueellai 
Madonna. A Crucifix which is still in Pistoia seems to have been the joint 
work of him and his son Salerno, He fought at Montaperti, and was taken 
prisoner, as his Madonna in Siena seems to assure us. Cf. Ventttbi, op. dt, 
vol. V., pp. 52-54.] 

- Tliis picture has been engraved by Rosini as a work of Dietisalvi of 
Siena, AtlaSy tab. vi. But Padre Filippo Buondelmonte, in his chronicles 
of the convent church of the Servi, says that the picture was by Coppo di 
Marcovaldo, whilst, in a MS. description of Siena, by a doubtful author, 
but of the seventeenth century, it is stated to have been signed and dated : 
“m.cglxi coppus di pdobentia pinxit,” See comment, to Vasari, vol. i., 
p. 235. 
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executed wall paintings in 1265 at the Cappella S. Jacopo of the 
Duomo in Pistoia, and a Virgin, in 1275, in the choir of the same 
edifioeJ 

Such was the state of art in Florence when, according to Vasari, 
the governors of the city thought fit to invite Greek painters to 
restore that which he declares to have been totally lost in Italy 
Without wasting further time or space to refute an assertion 
which is confirmed neither by facts nor by record, and remembering 
that, not only in Florence but throughout Italy, painting was 
indeed reduced to a low ebb, but, so far from being lost, was in 
the full possession of life, it is a sensible rehef to the student to 
mark the gradual revival which took place under Giovanni Cimabue, 
who, born in 1240 of the respectable family of the Cimabui,^ was 
led by a natural inclination to the study of design, and, in the 
course of time, infused life into the old school from which he 
sprung. Cimabue was destined to stand out in history as the 
forerunner of a new era. He was to reanimate old and worn-out 
types, to infuse energy and individuahty into empty forms, to 
soften the harshness of a degenerate school, and to shed over a 
barbarous time the poetry of sentiment and of colour. Surrounded 
by examples which are the evident groundwork of his style, for 
he did not issue beyond a certain measure from the rudeness of 
his age, he had no need of the Greek masters who are supposed 
to have taught him. It would seem indeed as if Vasari, anxious 
to carry out in hterature that law of contrasts which is so essential 
to the painter, should have thought it necessary to place his hero 
under the most despicable of tutors, that his superiority might 
shine out the more splendidly afterwards. In pursuit of this 
system, he chose for the teachers of Qmabue certain Greeks who, 
he affirms, in pursuance of the imaginary invitation of the 
Florentine government, painted the chapel of the Gondi in S. Maria 
Novella.^ Unfortunately for his theory, it is proved that Santa 
Maria NoveUa was only commenced forty years after Cimabue’s 
birth.^ Succeeding authors, desirous to support the falling edifice 

1 See CiAMPi, pp. 86 and 143. Tigbi, Guida di Pisioia, pp. 122, 138. 
Toix>mei, p. 16. Ciampi mentions (p. 86) a Crucifix by Coppo in the 
cathedral of Pistoia, dated 1275. The frescoes of the Cappella S. Jacopo 
were removed to make room for others by Alesso d’ Andrea and Bonaccorso 
di Cino, in 1347. 

2 Vasakt, vol. i., p. 219. ® Vasari, vol. i., p. 219. 

* Vasari, vol. i, p. 220. 

® [The foundation-stone of the new church of S. Maria was laid by 
Cardinal Lafco in 1279; but before that there had existed the smaller 
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of Vetsarfs history and chronology, supposed that the paintings 
of the so-called Greeks were rude ones executed in the chapels of 
S. Anna and S. Antonio, in the old church beneath the sacristy 
of S. Maria Novella. These, representing the Birth of the 
Virgin, and scenes from her life, were engraved by Agincourt in 
ignorance of the fact that they were of the fourteenth century. 
Della Valle and Lanzi,^ in the same path, fell back at last upon 
some older paintings discovered beneath the foregoing, which they 
assigned to the Greeks of Vasari, but which merely exhibited the 
rude hand of one amongst the feeble artists common to Italy in 
the thirteenth century. 

It is sulficient to know that, whatever Vasari may have 
thought and written respecting the early education of Cimabue, 
he was right in afiBrming that the Florentine was the best painter 
of his time, and that he was the regenerator of the art of his country. 
Whether, in Cimabue, the struggle towards a truer expression of 
nature was a consequence of the general tendency in the age to 
emerge from barbarism, abate corruption, and acquire liberty ; 
or whether some special cause might have led him to feel the 
abject condition of an art which had merely consisted at last in 
the perpetuation of defective models consecrated by time and 
custom, is a question which the silence of history does not give 
authority to answer. It may be presumed, however, that with 
the new spirit w'hich arose in religion, politics, and letters, the 
progress of art must needs go hand in hand. That Cimabue was 
not merely sensible of the necessity for a change, but proud of 
having given the first impulse tow^ards it, may be learnt from the 
pages of one who lived and wrote but thirty years after his death.^ 
Nay, it is even said that he was vain of the progress which he had 
caused, though, in the author of the Divina Commedia, he found 
a more lenient judge, and a milder verdict than w^as accorded to 
one who was not the teacher of Giotto.® Dante, indeed, contri- 


building which forms the present transepts. It is therefore not impossible 
that for once Vasari is right. Of, Woon Browi^, The Church of 8, Ma^ 
Novella (1W2). The Gondi chapel apparently formed a part of the older 
building.] 

1 Lanzi, ubi sup.t vol. I., p. 41. 

2 See the text of these comments in Vasari, vol. i., p. 227. The mithor 
was the first illustrator of the Divina Commedia, and is usually called tlie 

Anonimo. . , „ , 

3 Odorisio da Gubbio. See in the Purgntano the well-known passage : 

Credette Cimabue nella pintum 

Tener lo campo ; ed ora ha Giotto ii gndo, 

Si die la fama di colui oscura. 

Canto XI., V. 94, 
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buted to the fame of Cimabue, who shared with Giotto the halo 
thrown around the Florentine master by a poet, honoured, hated, 
and afterwards deified by his countrymen. Cimabue’s pictures, 
known by tradition less than by record, were admired by bis 
contemporaries, and, when he had finished the colossal Madonna 
of the Rucellai for S. Maria Novella,^ it was carried in a festive 

1 [Filippo Villani speaks of Cimabue, but mentions no pictures. Landino 
does the same. F. Alberti (1510) speaks of several. Billi and the Anonimo 
give more than a few. Vasari gives him everything in the Byzantine ma.nner. 

From the point of view of the “scientific critic” there might seem to be 
nothing affirmative to say about Cimabue, since no picture at present known 
to us can be proved to have come from his hand. Richteb {Lectures on 
the National Gallery, London, 1898), finds himself in agreement with Wickoff 
and Langton Douglas in asserting that nothing we at present possess can 
with any certainty be given to him. The Rucellai Madonna, that has for 
so long represented Cimabue to most of us, must reluctantly be given up, 
though not necessarily to Duccio, as Lantoton Douginas so ably argues (see 
Cimabue in Nineteenth Century, March 1903, and Duccio in Monthly Review, 
August, 1903), but at any rate to a Sienese painter. Wood Brown {The 
Church of S. Maria NoveUa, Edinburgh, 1902) is of the same opinion as 
Langton Douglas, who goes so far as to assert that Cimabue is not the 
author of any of the paintings attributed to him. Berenson seems to think 
that the fame of Cimabue, and to some extent of Giotto also, is duo to the 
commentators of Dante. Cf. B. Berenson, The Study and Criticism of 
Italian Art (Bell, 1901), vol. i., p. 446. 

A very good defence of Cimabue has been made by Roger Fry in liis 
article on Giotto in the Monthly Review for December, 1900, and by Ales- 
sandro CJhiappelli, Pagine d'Antica Arts Fiorentina (Firenze. 1905). They 
insist that the Rucellai Madonna is Cimabue’s. I find myself, however, in 
agreement with Stjida (in Jahrhuch der K. Prei^ss Kunstsammlujigen, 1905), 
who is of opinion that the Rucellai Madonna is neither by Cimabue nor 
by Duccio, but by a third, a Sienese artist. Venturi {op. cit., vol. v., 
pp. 63-80) discusses the whole subject with acuteness and a measure of 
impartiality. If, however, we are to give up the Rucellai Madonna, it does 
not seem necessary to deny that certain works may well be from Cimabue’s 
hand, though it may be impossible to prove that they are his. Such works 
are the Madonna of the Louvre, which has been given to the school of 
Duccio, the l^Iadonna of the Accademia of Florence, and the fresco of 
Madonna between four angels with S. Francis in the Lower Church of S. 
Francesco at Asasi. But the whole question scarcely concerns the scsthetic 
critic, for whom all art seems more and more alone to exist. He will not 
care overmuch what names are given to the pictures which for him are real 
and living things. What will move him, however, is the fact that such 
discussions as these of the “ scientific critics ” do not destroy names merely, 
but beauty also, by reason of the credulity and superstition of fools. There 
was, not long ago, in Florence, among many beautiful things, one that was 
full of mystery. We approached it with a certain awe, timidly to g&ze 
as it were on the shrine of a goddess. Need I say that I am speaking of 
the Rucellai chapel in S. Maria Novella, which held the picture concerning 
which there has been all this foolish and egotistical vapouring ? WeU, the 
Florentines began at last to take notice. The Germans had ysTitten books, 
more than one English critic sallied forth to this battle of windmills. The 
Florentine was amazed. “ What ! ” said he, “ they come to see that old 
picture ? Monna Mia, but they can’t see it ! ” So they cleaned out the 
Rucellai chapel, they put white glass in the windows, they took away the 
altar ; they pulled down the picture, and took it out of its frame. Then, 



CIMABUE 


169 


procession of people and trumpeters, the fame of its beauty having 
been spread through the city by a visit from Charle>s I. of Anjou, 
in the company of a numerous suite of high-bom dames and 
gentlemen, to the painter’s atelier.^ 

In this altarpiece, the largest that had yet been seen, the spectators 
might notice the Virgin, whom they held in so much veneration, in a 
red tunic and blue mantle, with her feet resting on an open worked 
stool, sitting on a chair hung with a white drapery flowered in gold 
and blue, and carried by six angels kneeling in threes above each 
other. A delicately engraved nimbus surrounded her head and that 
of the infant Saviour on her lap, dressed in a white tunic and purple 
mantle shot with gold. A dark coloured frame surrounded the gabled 
square of the picture, which was delicately traced with an ornament, 
interrupted at intervals by no less than thirty medallions on gold 
ground, each of which contained the half figure of a saint. In the 
face of the Madonna, the admiring beholder might praise the soft and 
melancholy expression ; in the form of the Infant, a certain freshness, 
animation, and natural proportion ; in the group, aSection but too 
rare at this period. He might sympathise with the sentiment in the 
attitudes of the angels, in the movement of the heads, and in the 
elegance with which the hair was wound round the cinctures, falling 
in locks on the neck. He would be justly struck by the energetic mien 
of some prophets ; above all, he would have felt surprise at the 
comparative clearness and soft harmony of the colours. The less 
enthusiastic spectator of the present day will admit, but qualify this 
praise. In truth, a certain loss of balance is caused by the overweight 
of the head in the Virgin as compared with the slightness of the frame. 
The features are the old ones of the thirteenth century, only softened, 
as regards the expression of the eye, by an exaggeration of elliptical 
form in the iris, and closeness of the curves of the lids. The nose 
stiU starts from a protuberant root, is still depressed at the end ; and 
the mouth and chin are still small and prim. In the Saviour, the 

in a bare, cold, and very ugly room that had once been a chapel where men 
prayed, but is now a mere scda, as it were, of a gallery, and wretched at that, 
they hung Madonna, without any frame at all or €my altar, on the bare wall 
in the hard, white light ; so that the Germans could count her toes and the 
Americans measure her nose, and the English say : “ After all, who knows ? 
— she is bad enough, and ugly enough to have been painted by some 
Florentine.”] 

^ It has been inferred from the silence of such historians as Malespini 
and Villani as to this visit, which is only recorded in Vasari (voL i., p. 225), 
that its truth may be contested. There is, however, nothing improbable in 
it. The further statement that the quarter in which Cimabue lived, “ Borgo 
Allegri,” derived its name from the public joy on the occasion, is proved 
to 1^ untrue. See notes of commentators to Vasari, vol. L, pp. 225-6. 
[This story occurs first in the IMrro di Antonio BiUi, written at the end of the 
fifteenth and the beginning of the sixteenth century. It is a work of brief 
notes, as it were a sort of forerunner of the Viie of Vasari. See II Libra 
di Antonio BiUi (Berlin, Grote’sche Verlag,, 1892).] 
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same coarse nose will be found united to a balf-open month and large 
round ejes; and the features will be considered less infantine than 
masculine and square. The hands of both Virgin and Child will 
attract attention by the thinness and length of the fingers, their wide 
separation, as they start from the palm, and by joints which have 
something of the lay figure, whilst the feet are similarly defective. 
In the angels, the absence of all true notions of composition may be 
considered striking. Their frames will appear shght for the heads, 
yet their movements more natural and pleasing than hitherto. One, 
indeed, to the spectator’s right of the Virgin, combines more tender 
reverence in its glance than any that had yet been produced. In the 
flow of his drapery, Cimabue made no sensible progress ; but he might 
be justly proud of the change which he introduced into the methods of 
drawing and colouring practised in his time. After somewhat softening 
the hardness of the fme engraved outlines, he gave to the flesh tints a 
clear and carefully fused colour, and imparted to the forms some of 
the rotundity wMch they had lost. With him vanished the sharp 
contrasts of hard lights, half tones, and shades. He abandoned the 
line shadowing, ignoring form, for a careful stippling which followed 
and developed it. He relieved the general light verde underground 
with warm shadows and pale, but warm, lights. A ruddy tinge lighted, 
without staining, the cheeks and lips. Unity and harmony were given 
to the whole by a system of final glazes, which, having now in part 
disappeped, exaggerate the paleness of the flesh lights. His draperies 
were painted in gay and transparent colours ; reds, gently harmonising, 
by their lightness, wdth the flesh and with the light, but brilliant, blues 
and rosy pinks. In ornament, he followed the practice of his pre- 
decessors, but infused into it more taste and a better subordination 
to the remaining parts.’- 

From the date of this altarpiece the pre-eminence of the 
Florentine school begins to develop itself, expands later in the 
person of Giotto, to reunite in Ghirlandaio all the branches of 
its progress, and finally to culminate in the greatness of Michael 
Angelo, Raphael, and Leonardo da Vinci. The altarpiece of 
S. Maria Novella would alone suffice to explain the superiority 
of Cimabue over his predecessors and contemporaries, the rise 
of Giotto and the principles on which he started. Without it the 
principal li nk of artistic history at Florence would fie lost and 
Giotto’s greatness unexplained, ^ because neither the Madonna 

^ Time has unfortunately not spared portions of the picture ; which, 
besides being longitudinally split in throe places, is damaged as regards 
several of the saints in the border medallions. 

* [As we shall pr^ntly see, Giotto owed much to other masters, to the 
work of Pietro Cavallim, to the work of Giovanni Pisano. Yet that Cimabue 
was Giotto’s master, that he was a great painter, and not almost a myth as 
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of the Academy of Arts at Florence nor that of the Louvre give a 
just idea of the master. The altarpiece of the Academy of Arts 
may, it is true, rank higher than that of the Bucellai as regards 
composition and the study of nature ; but the old types are more 
obstinately maintained there ; and, above all, the colour has 
been so altered by time and restoring that the excellent qualities 
of Cimabue in this respect can hardly be traced any longer.^ 
Cimabue here gave the Virgin a more natural attitude and a less 
rotund head, but a weightier frame, stronger outlines, and a less 
careful execution than before. He characterised vith a wild 
energy the two prophets in the centre niche, and gave them indi- 
viduahty of features and expression.^ In a Madonna of the same 
form as those of S. Maria Novella and the Academy, now in the 
Louvre,^ the old ornamented frame v^ith its twenty-six medaUions 
is reminiscent of the Virgin of the Rucellai chapel, and shares much 
of its character, but seems less carefully executed, and has since lost 
some of its value from necessary restoring, the glazes being removed, 
and the green of the shadows as well as yellows of lights being 
bared. The draperies, which were of old shot with gold, are now 
repainted, the gold ground and nimbuses regilt, and many of the 

modem criticism would have it, I must believe, with Crowe ^d Gavalcasello, 
unless the words of his great contemporary Dante Alighieri are cdso at the 
behest of modem criticism to vanish away, as seems already to be threatened. 
See liAKGTON Dougias and Abthxtb Strong in a Hisi^ of Painting in 
Italy, by Crowe and Cavalcaselle, vol. i., App. to Chap, vi., pp. 187—193. 
Gliiberti, who, long after, calls Cimabue a painter in the Greek maimer, tells 
us of no other master of Giotto. He, too, seems to regard the revival as in 
some sort due to Cimabue. Yet Ghiberti has been with much effect 
by those who have sought to destroy Cimabue altogether. But see F. 
WiCKOFF, D&r Zeit d€8 Guido von Siena {Miuheilungen des Institut fur oater- 
reichische Geschichtes Forschung., Innsbruck, 1895).] 

^ The Virgin, enthroned, with the Infant in the act of benediction on 
her knee [Academy, Sala dei Maestri Toscani, No. 102], on a cham sup- 
ported by eight guardian angels ; — the throne upon a floor rating on 
niched supports in which the four prophets stand who foretold the 
Saviour’s coming ; such is again the ^ple subject of the altcarpiece at the 
Academy of Arts at Florence, whose gable form has been modernised into a 
rectangular one. 

2 In these indeed, as well as in the two occupying the side mch€^ and 
looking up to the Madonna, he surpassed himself in the rendering of form, 
giving to one animation, to others a staid gravity. In the drapery no 
change is to be noticed. This Madonna was originaliy in the Badia of S. 
Trinita at Florence. Another Madonna and Child enthroned^ with angels 
adoring, lately in the Ugo Baldi Gallery and now in the National Gallery 
[No. 565], partakes to a certain extent of the character noticed in Cimabue, 
and is supposed to be that mentioned by Vasari as at S. Croce {Vasari, 
vol. L, p. 221). Time, however, and retouching have done much to impair 
its value. [This seems indeed to be of Duccio’s school.] 

3 [No. 1260 of Louvre Catal. This seems to be by the painter of tho 
Academy Madoima.] 
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heads in the medallions renewed in oil. Originally in S. Francesco 
of Pisa, the presence of this altarpiece there might be taken as 
evidence of the painter’s stay in that city, were it not already 
certain that, in the last years of the century, he was appointed 
ca'po-maestro of the mosaics in the Pisan Duomo. To Pisa there- 
fore, neglecting the series of works falsely assigned to the painter 
by Vasari and others,^ Cimabue may be followed Avith advantage. 

^ Before proceeding to notice the works assigned to Cimabue, it may 
be advisable to state that the following, mentioned by Vasari, have perished, 
viz. — The wall paintings in the hospital of the Porcellana (Vasari, p. 221) ; 
S. Agnes, a panel with side pictures of the life of the Saint, of old in S. Paolo 
a Ripa d’Arno at Pisa (ibid., p. 223); wall paintings representing scenes 
from the life of the Saviour in the chiostro di S. Spirito at Florence ; and 
paintings sent by the master to Empoli (ibid., vol. i., p. 225). In the 
Academy of Arts at Florence, a Virgin and Child (No. 46), from S. PaoUno of 
Florence, is assigned with a query to Cimabue, but is evidently not by him. 
Vasari mentions as one of Cimabue’s first works an altarpiece in S. Cecilia 
at Florence (vol. i-, p. 221). A picture in the TJfiizi formerly in S. Cecilia, 
and later in S. Stefano, has been supposed that to which Vasari alludes. It 
represents S. Cecilia enthroned with a book in her left hand and her right 
raised. At the upper angles of the throne two angels wave censers. On 
each side are four episodes of the life of the saint. This picture is executed 
according to the methods, form, and proportions characteristic of the be- 
ginning of the fourteenth century, more in the Giottesque manner in fact ; 
and tins may be noticed specially in the principal figure. No one who has 
seen the dead colour paintings in the Scrovegni chapel at Padua ^vill hesitate 
as to the school in which the painter was educated. A noble attitude, the 
improved forms, broad draperies, and elegance of the school of Giotto, 
exclude, as they were unknown to, Cimabue. The small incidents are very 
animated, the figures long and with small heads. Some of the latter, it is 
true, are marked with the old type ; and the action is at times exaggerated, 
yet not in the manner of Cimabue. In a Baptism, administered by a bishop, 
the same mode of composition may be observed as in a group of women 
in wonder at the resurrection of a female, who revives to be confessed by 
S. Francis, as in one of the series of frescoes of the life of that saint, in the 
Upper Church of Assisi. Unfortunately tliis altarpiece at the Uffizi creates 
a disagreeable impression by its colour, which is damaged by time and re- 
storing. Vasari assigns to Cimabue the S. Francis of Santa Croce, which 
has already found a place amongst the works of Margaritone ; and a Crucifix 
in the same church, which, in technical execution, makes some approach 
to the Florentine master, but is rather of his time than by the painter himself. 
Kugler attributes to Cimabue a picture in a dark passage leading to the 
sacristy of S. Simone at Florence. This represents S. Peter in the act of 
benediction and holding a cross, enthroned, bareheaded, in pontificals, with 
two angels at each side of him, and the inscription : “ istam tabijlam recit 

FTEBI SOdETAS BEATI PETRI APOSTOU DB MBNSE JUNH SUB ANNIS DOMINI 

Mcoovn.” The date alone excludes Cimabue. The heads of the angels are 
repainted in oil. As for the remaining parts, the execution is rude, the 
shadows dark, the outlines black, and the feet large and defective. Yet tHe 
colossal figure of the saint is imposing in attitude. 

Vasari finally attributes to Cimabue the S. Francis, of S. Francesco of 
Pisa, which exists, and is, in style, worthy of Margaritone, to whom it wiU 
be found assigned in the foregoing pages (Vasari, vol. i., p. 223). 

In t^e late Campana Gaflery at Rome was a picture of S. Christopher, 
supposed to be the same which, according to Vasari, was painted by 
Cimabue in his house in Borgo Allegri at Florence (Vasari, vol. i., p. 225). 
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That the Pisans should employ him in the mosaics of thek Duomo, 
and supersede for his sake their old capo-maestro Francesco, that 
the latter should think it consistent with his pride not only to 
yield to Cimahue but to labour in a subordinate situation under 
him, is one of the strongest proofs that the Pisans were unable to 
find in their own school one equal to the Florentine.^ 


The Saviour enthroned in glory, or as the records of the time have it, 
the ‘‘ Majesty,” between the Virgin and S. John Evangelist in the 
apsis of the Duomo of Pisa, was probably the last of Cimabue’s labours, 
as, according to Gampi, the latter figure remained unfinished. Un- 
fortunately the mosaic has sufisred excessive damage. In the Saviour 
the feet and other parts, in the Virgin the face, and in St. J ohn sub- 
ordinate portions, have been deprived of their original character by 
restoring. Yet in the forms and features of these figures, and in the 
colossal overweight of the Saviour, the manner of Gimabue can he 
discerned. He gave the Redeemer a melancholy rather than a grim 
expression, and a certain majestic air of repose in the attitude and 
features. The Christ’s head was still of that buUet shape which h^ 
never been lost in Italy, since it was first conceived by an artist in 
the Roman catacombs.^ The brow was still heavily projected and 
wrinkled, but the eyes had lost the gaze of the degenerate period ; 
nor were the features without regularity and proportion ; and thus 
Gmabue, who had reformed in a certain nleasure the type of the Virgin, 
raised that of the Saviour from the depth of degeneracy into which 
it had fallen in the hands of his predecessors. To the bending figure 
of the Evangelist he also gave a certain languid reverence peculiarly 
his own. Finally, as a mosaist, he proved himself superior to the 
artists of the Baptistery of Florence and even to Gaddo Gaddi, whose 


This picture, however, besides being extensively damaged, is too evidently 
a work of the first half of the fourteenth century. Rich a, vol. iv., p. SOO, 
notices a Crucifix by Cimabue in the convent church of S. tlacopo di Ripoli 
at Florence. [For the S. Cecilia picture and its likeness to certain works in 
the Upper Church at Assisi, see Rogeb Fby, Giotto, in the MonMy Review, 
December, 1900, p. 156 et se^.] , . , » 

1 In CiAMPi {Notizie, p. 144) is a record of 1301-1302, m which Cimabue s 
name appears as receiving in company of his famulus,*’ pay at the rate 
of 10 solidos per diem, for the execution of the Maj^ty ’ in the Duomo 
of Pisa. Bonaihi {Notiz. Ined., p. 91) corrects Rosini, who affirms that 
Francesco only laboured in the Duomo after Cimabue. See Rosini, Stor. 
della PUtura, vol. i., p. 258. It is an error of the annotators of Vasari, note 2 
to p. 226, vol. i., to state that Cimabue only executed the figure of the 
Evangelist in the mosaic of the Duomo. The document given in aampi 
says : “ Cimabue pictor magiestatis sua sponte confessus fmt se habu^ 
&e , lib. decern . . . de figura S. Joharmis quam fecit juxta magies- 
tatem.” Thus he had already completed the “ Majesty ” when he commenced 

the figure of S. John. , ct tv j 

^ See the Christ of the Pontian catacomb inscribed De donis, &e. 
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works at S. Maria Maggiore in Rome are likewise an example of the 
impulse given to Florentine art.^ 

Of Cimabue’s presence at S. Francesco of Assisi there is not 
the slightest reason to doubt. But as the study of liis works there 
involves the whole question of the rise of Giotto, it will be necessary 
to devote to this sanctuary a special chapter. 

1 CiAMPi, %J:>i 8up.y p. 91, pretends that the mosaic of the Duo mo was 
left un finis hed ; because he finds by an inscription that it was completed, 
“having been left imfinished,” by one Vicinus, a painter in 1321. Vasari 
aflirms that Cimabue died in 1300 (vol. i., p. 220). Tliis is evidently an 
error, as he still appears in the records of Pisa in 1301-2. 



CHAPTER VII 

THE BASILICA OP ASSISI 

Assisi, the s<anctuary of the oldest mendicant order, was celebrated 
in the earlier centuries by the martyrdom of Riifinus, and had 
already received some pictorial adornments at the time of the 
Lombard rule. Famed in the thirteenth century as the final resting- 
place of one whose life and miracles were audaciously compared 
with those of the Redeemer, it attracted the devotion of the 
peasants of Tuscany and Umbria, who humbly made pilgrimage 
to the shrine of S. Francis. The example of a wealthy youth, who 
had willingly surrendered his worldly substance to live a life of 
poverty and abstinence, was well calculated to strike the minds 
of a people which, though coarse and superstitious, was yet alive 
to the prevalent vices of both laity and clergy. But the power 
of an Order which might boast that it had revived the spirit of 
religion, and supported the degenerate Church, was no slight cause 
of its further increase. Many a strong man esteemed it of equal 
advantage to his temporal and spiritual welfare to share the power 
and enjoy the blessings of the mendicants, and for that reason 
enrolled himself at least in the ranks of the lay brothers.^ Great 
was the enthusiasm, large the contributions to the Order ; and 
S. Francesco of Assisi arose, a monument of the zeal, the religious 
ardour, of Umbria and Tuscany. One church was piled over another 
in honour of the saint; and pictorial art made manifest to the 
pilgrims at the shrine his miracles in juxtaposition to the incidents 
of the hfe of the Saviour, Subjects, entrusted at first to rude 
artists of S. Francis’ own time, were repeated by the ruder hand 
of Giunta, who in his turn yielded precedence to Cimabue. A 
whole school of artists then formed itself in the sanctuary. Out 
of this emerged Giotto, and others, who carried Florentine art 
to the ends of Italy, whilst in competition with them the school 
of Siena lent the talents of Simone and Lorenzetti to contend 
for the palm of excellence. Assisi thus became equally famous 
in a religious and pictorial sense, and is now visited by the curious 

1 [Tlie authors mean apparently the Third Order.] 
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from all parts of Europe, with little less frequency than of old by 
the pilgrims who came for the “ pardon ” of S. Francis. In the 
Lower Church, whose aisle had been painted in the early part of 
the century, Cimabue probably adorned the south transept.^ 
Amongst the works of Giotto on the west side of this portion of 
the edifice is one of an earlier date representing a colossal Virgin 
and Child between four angels. Placed above the altar of the 
Conception, and much damaged by repainting, it reveals the 
manner of Cimabue.^ Its position amongst the frescoes of Giotto 
indicates that it existed previous to his time, and was thought 
worthy of preservation when the rest were sacrificed to afford 
room for a more talented painter. To Giotto indeed may well 
be ascribed that reverence for the works of his master which 
would induce him, like Raphael, to spare a memento of one who 
had trained him in the path of art. Equally old and remarkable 
is a large figure of St. Francis, close to that of the Virgin and Child. 

In the Upper Church of Assisi, however, Cimabue may have 
been also employed, but not alone. It is not possible to con- 
template the series of works which decorate its transepts, choir, 
aisles, and vaulted ceilings, without coming to the conviction 
that here Hes concealed the history of early Florentine art ; that 
years elapsed before the whole of the space was decorated ; and 
that at least two generations of artists succeeded each other there. 
Nothing can be more interesting than to trace on those walls the 
progress of the art from Giunta to Cimabue, from Cimabue to a 
series of artistic hands of inferior genius, but moving forward 
with the times, and exhibiting at least a technical progress ; and 
finally, from these, to Giotto, whose style developed itself under 
the influence of the numerous examples which might here instruct 
his mind, his eye, and his already skilful hand. From the poor 
productions of Giunta in the southern to the superior ones in the 
northern transept, a step towards the revival of form might be 
noticed. In the figure of the Enthroned Saviour, whose remains 
are visible in the latter, the character of Cimabue might be traced. 
Its outlines indeed revealed the hand of him who had produced 

^ Vasabi, vol. i., p. 223, assigns not only the aisle paintings, but those 
of the ceilings, to Cimabue. 

® [It has been asserted that this fresco is not by the same hand as the 
Rucelei Madonna (e.gr., c/. Langton Douglas and Abthub Strong in A 
History of Pairytmg m Italy by Crowe and Cavalcaselle (Murray, 1903), 
vol. ii., p. 2, note 3). We may agree, but it does seem to me to be by the 
same hand as the Madonna of the Louvre and the Madonna of the Florence 
Academy, which for me are the work of Cimabue.] 
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the altarpicce of the Academy of Arts at Florence, whilst, in com- 
parison with the mosaic of the apsis in the Duomo of Pisa, it dis- 
played a shghter and feebler character. The angels in the western 
side of the northern transept likewise revealed the somcwiiat angular 
and heavy style of Cimabue in the altarpiece just cited ; and the 
continuation of the same manner appeared with little alteration 
in the central ceiling of the transept. Here the space w’^as divided 
into the usual diagonals, whose ornament, issuing from vases and 
enlivened with quaint conceits, recalls the late Roman style of 
Jacopo Torriti. 

The Evangehsts, with their symbols, sit enthroned in stately chairs, 
inspired to the task of composing the Gospels by angels, flying down 
from heaven to lay their hands upon their heads. Deprived by time 
of their colour, these figures, of slight frames and weighty heads, betray 
in their outlines the hand of the painter of the northern transept, 
whilst the angels, with their slender forms, exhibit some progress in 
the art of rendering motion ; but, where traces of colour remain, the 
tones are raw and sharply contrasted. A different spirit marks the 
ceilings of the aisle, two of which, adorned with figures, alternate with 
two more which merely represent a blue sky studded with golden 
stars. In that nearest the transept, the diagonals form an ornament 
growing out of vases ; at each side of which stands an angel bearing 
the host and the labarum. Snakelike the green tracery and foliage 
on a red ground open out into ellipses ^ed with Cupids, whilst 
blossoms seem to give birth to horses. In the four spaces of the 
ceiling, medallions are set, representing the Saviour in the act of 
benediction, S. John, the Virgin, and S. Francis. Compared with the 
Redeemer in the apsis of the cathedral of Pisa, or in general with the 
works of Cimabue, the figure of Christ displays more nature l^an had 
heretofore been bestowed upon Him, especially in the forms of the 
features and chiefly of the ey^. The latter indeed were more an 
imitation of reality than those of Cimabue, who, as before remarked, 
sought to produce expression by long closed lids and an elliptical iris. 
The Virgin offers the same peculiarities in the features, united to more 
regular proportion and better action than was to be found in the 
altarpiece of the Rucellai, whilst, in the drawing of the hands, the 
artist abandoned the long pointed forms for small and short ones. 
But whilst, in these and the two remaining figmes, a certain pre^ess 
in the study of nature may be noticed, the sentiment of Cimabue has 
disappeared and made room for a more spiritless art, but little dis- 
similar from that which will be found to mark the nerveless and 
ungenial works of Filippo Rusuti at Rome.^ 

1 [If the works I have considered as Cimabue’s are really his, th^ frest^s 
might seem to be from another hand : whose they are it is s^till imjxjssibl© 
to say.] 
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Yet another and a different style is displayed in the ceiling 
nearest the portal, where, in the intervals of an ornament rising 
out of vases, supported by Cupids, and enlivened with flowers and 
animals, the Four Doctors of the Church inculcate their lessons to 
the clerks of the Franciscan Order, 

Sitting in high chairs opposite to the monks who attend to their 
words, they collect or dictate their thoughts.^ In the centre of the 
ceiling, the Saviour, winged, seems to give a heavenly sanction to 
the spiritual teaching of the Doctors. 

Here again, regularity and truer proportion than those of 
Cimabue were alhed by the artist to a colossal or weighty style, 
equally devoid of expression and of sentiment ; whilst in the 
conception of the whole the spectator is impressed with the idea 
that everything had been made subservient to a conventional 
decorative principle, grand of its kind, and an improvement on 
the art which took its rise at S. Clemente of Rome and culminated 
in the works of Jacopo Torriti, but inanimate and soulless as the 
mosaics of the twelfth and thirteenth centuries. Even the artifice 
of colour reminds one of mosaics of raw and sharp contrasts peculiar 
to the previous age.^ 

In the upper recesses of the aisle above the gallery on each 
side, the painters of Assisi unfolded in two courses of frescoes the 
history of the Jews from the Creation to the finding of the cup of 
Benjamin, and the Life of the Saviour from the Annunciation to 
the Resurrection, and in the wall above the portal, the Ascension 
and the Descent of the Holy Spirit. Following the old consecrated 
forms of composition, which they sometimes improved and some- 
times marred by a mixture of the homely, they grouped their 
figures with more art, and gave them occasionally more repose 
and better proportion than their predecessors, but they frequently, 
on the other hand, exaggerated animated action, neglected the 
drawing of nude form, and produced ugly features ; and they 
seldom rose above their age in design or execution. The importance 

1 S. Gregory speaks under the inspiration of the Holy Ghost, which in 
the usual form of the Dove whispers in his ear. S. Ambrose, S. Augustine, 
and S. Jerome, combine or express their ideas in a similar manner. 

* Shadows of an orange-red, semitones of verde, and lights all but white, 
red stains on the cheeks, reveal the decorative artist, whilst the broad 
rectangul«u?'ly disposed outline^ the straight draperies, are like the piece- 
work of the mosaist. The ceilings of the aisle, imposing by their general 
distribution and effect, exhibit in fact the progress of artists accustomed 
to deal with the decoration of large spaces, intended to flatter the eye at a 
distance only. 
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of these frescoes as a guide to future investigation will justify the 
foUoving somewhat dry catalogue of subjects, which, however, 
must remain incomplete on account of the total obliteration of 
the paintings of several of the compartments. 

I. God creates the World. Part gone. 

11. God creates Man. Part of the figure of the Eternal may be 
seen, seated on a globe, giving Hfe with a gestme of command 
to Adam recumbent on the right. 

III. The Creation of Eve, 

IV. The Temptation, in which the ugly nude of the figme of Adam 

alone remains, 

V. The Expulsion from Paradise. 

VI. VII. VIIL obhterated. 

IX. The Building of the Ark. 

X. Obliterated. 

XI. Abraham ofiering up Isaac. The angel and background are 
gone ; and in the two principal figures, the vehemence and 
exaggerated action of the old style may be noticed. 

XII. Obhterated. 

XIII. Jacob’s Blessing. 

XIV. Esau with the pottage before Isaac. 

XV. Joseph in the well. Almost obhterated. 

XVI. The Steward finding the cup in the sack of Benjamin. 

cc. The Annunciation. 

b. Obhterated. 

c. The Adoration of the Shepherds. 

d. Obhterated.^ 

e. The Presentation in the Temple. Almost obhterated. 

/. The Fhght into Egypt. S. Joseph and part of an ass remain. 

g. Effaced. 

h. The Baptism of the Saviour. 

L The Marriage of Cana. Of rude execution, and in great part gone. 
Z. Obhterated. 

m. The Capture on the Mount. Weh preserved. 

n, Obhterated. 

0 , Christ bearing his Cross. 

p. The Crucifixion. 

q. The Pieta. 

r. The Maries at the Sepulchre. 

s. The Ascension. 

f. The Descent of the Holy Spirit. 

u. V, S. Peter and S. Paul in medalhons. 

^ [Fragments of the Adoration of the Magi (d) remain. The Adoration 
of the Shepherds (c) is rather the Nativity.] 
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In the Creation of Eve,i fair proportion and repose mark the 
long form of the first man. 

To our first parents, ignominiously leaving Paradise, the painter 
gave an ugly form of nude, and a lame motion, whilst in the action 
of the angel kicking out Adam with his foot the most vulgar 
triviality prevails. 

Natural motion and fair proportion mark a party of sa\\yers 
in the Building of the Ark ; but the faces of the patriarchs are ugly 
and repulsive. A reminiscence of the antique may be traced in 
the figure of Isaac, lying on his bed and feehng the hairy hand of 
Jacob ; whilst in the neighbouring composition of Esau presenting 
himseh with the pottage before Isaac, the surprise of the latter, 
and the group of Esau and his mother are very fairly rendered. 

The Adoration of the Shepherds is one of those scattered 
traditional compositions, which betrays the distance at which 
the early artists of the thirteenth century remained from their 
more talented followers of the fourteenth.^ This subject had been 
so conceived and preserved for centuries, and is similar here to 
that of Cavallini in S. Maria in Trastevere at Rome, and to that 
of the miniature (1613) of the Vatican.^ 

The Baptism of the Saviour is an exact reproduction of the 
arrangement which had become typical in the seventh century 
and remained fixed from that time.^ 

In the Capture, the Saviour is of a superior size to the rest of 
those around him, and of a stern but serene bearing.^ Trivial 

^ The artist depicted the Eternal sitting on the globe of the world, 
enveloped in a red mantle, making a gesture of command, upon which the 
form of Eve seems to rise from the side of Adam, who sleeps recumbent 
with Ms head on his hand, and in a reverent action to extend her arms 
towards the Creator. 

^ The Virgin sits by the side of the Infant in His cradle — S. Joseph, 
pensive on the right, wliilst the shepherds advance with their sheep in the 
foreground, looking up at the angel, whose figure is in part concealed by 
the hill forming the background. So in the relief by Niccola Pisano in the 
pulpit of the Baptistery of Pisa. Two angels on Mgh holding a scroU between 
them seem to sing Hallelujah, whilst a third looks downwards. 

3 [This seems to give us some clue to the painters, but see below, p. 184, 
not& L] 

^ The same in the Vatican MSS. No. 1643. 

® Embraced by Judas, He seems with the right hand to sign to Peter, 
kneeling over the prostrate Malchus on the left, to cease resisting. The 
crowd of soldiers with lances, and spectators surrounds Him, but is better 
divided into groups than in the old typical compositions, reproduced, other- 
wise almost without change, from the period of the Crucifix of S. Marta. 
In this episode in the Cruci^ of S. Marta, S. Peter is erect, here kneeling. 
See also the same episode in MSS. Vatican of the twelfth century engraved 
by Agincourt, plate Ivii. 
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conception marks the scene of the Saviour carrying His Cross, where, 
on account of the excessive weight of the fatal instrument, the 
Redeemer appears to express weariness, whilst in the faces of the 
bystanders a foolish wonder is rudely delineated. The Saviour 
on the Cross has the overhanging belly and hips and sunken head 
of the lowest decline. Two angels wailing above the Cross seem 
torn by the most vehement grief. The Pieta, though better balanced 
in the groups, is but a repetition of the same scene in the Crucifix 
of the Cappella Maggiore of the Campo Santo at Pisa.^ The 
attitudes and expression of the figures, which are unfortunately 
mutilated, are not free from exaggeration ; but the composition 
is more like that which Giotto afterwards conceived than any other 
before or since. The Maries at the Sepulchre ^ is a composition in 
the typical form already observed in the smaU episodes of the Crucifix 
of S. Marta of Pisa.^ The roof of the church at the bottom of the 
aisle, being supported by an arch, painted to imitate a series of 
superposed niches, each of these recesses is filled with standing 
figures of nuns and monks, some of which remain, whilst others 
have been in part or totally effaced. A rose window lights the 
church from the space above the portal, and high on each side 
of it are medallions of S. Peter and S. Paul. Below, but still above 
the practicable gallery, are the remains of the Annunciation and 
the Descent of the Holy Spirit. Immediately above the portal 
the Virgin and Child between two half figures of angels sit enthroned.^ 
“ All this work,’’ says Vasari, ^ “ was so truly grand, rich, and w^ell 
conducted, that, to my mind, it must have filled the world in those 
times with w^onder, painting having so long remained in total 
blindness. To me, who saw it again in 1563, it seemed very fine, 

^ The Saviour, of long and colossal dimensions, lying outstretched on 
the ground, is raised by the Virgin and supported on her lap, whilst behind 
her to the right and left the wailing Manes kneel in grief. The prostrate 
S. John embraces the Saviour’s hand, whilst the Magdalen kisses TTiR foot. 
In the background, to the left of a bare and arid rock, a figiire stands and 
points with one hand towards the lifeless frame of the Redeemer, with the 
other seems to foretell by a gesture towards heaven His Ascension. Two 
figures in collected attitude iSten on each side. To the right of the rocky 
background two other figures look on, and three angels (of old four, as may 
be seen in Agincotjht, plate cx.) in vehement action, look down upon the 
scene. 

^ B,eceiving from two angels the news of the Resurrection, whilst the 
soldiers, four in number, sleep in various attitudes in the foreground. 

® The upper part of the figures of the Maries and angels is gone, ihe 
single intonaco having fallen and laid bare the stones — on which, however, 
the first drawing in red is visible. 

* Of the paintings in this part of the aisle the colour and intonaco have 
in great part disappeared. 

® Vasaki, vol. i., p. 224. 
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as I considered how Cimabue could have enjoyed so much light 
in the midst of such darkness.” Yet Vasari cannot really have 
failed to notice the variety of hands which characterises the paint- 
ings of the transept, ceilings, and upper part of the aisle. Had he 
thought the matter more worthy of observation, or been less intent 
on giving to Cimabue alone the credit of reviving the degenerate 
art of Italy, he might have traced in the south transept the passage 
from the manner of Cimabue to that of one following his style, but 
deficient in sentiment ; he could have dwelt on the change which 
art again underw^ent in the paintings of the ceilings ; how, under 
a succession of artists, impressed essentially with the weighty 
style of the school of Florence, a certain technical progress declared 
itself, and more attention was paid to the equilibrium of masses, 
and to the principles of art than before. He might have seen 
that, in the paintings of the Upper Church, the grave and weighty 
character of Tuscan composition manifested itseK ; and thus he 
could have inferred the presence at Assisi of more than one 
Florentine artist.^ All this he neglected to do, but, attributing to 
Cimabue the whole of a series of paintings which bears the impress 
of numerous hands, he condescended to stop there, and to say 
that Cimabue had hardly entered upon the lower series of paintings 
which were to illustrate the life of St. Francis, when he was call^ 

^ [The problem these frescoes offer us is probably insoluble. To separate 
the work of Ciniabue himself, if any, from that of others who seem to have 
as vague an existence might seem scarcely worth wliile. The authors seem 
to me to have arrived at the only possible conclusion when they say that 
“ a variety of hands ” is responsible for the work here in the transept, the 
ceilings, and the upper part of the aisle. I incline to the opinion that practi- 
cally all the work (Nos. i.-xii. at any rate) on the north side of the upper 
church above the work of Giotto is by the school of Cavallini ; as is the work 
in the second arch on the north side (d, c, n, m) : for the rest, it seems to 
me Tuscan work. It is well to remember, however, that Strzygowski, in 
his little book Czmabtte und Rom (Vienna, 1888), p. 88 et seq., asserts that 
Cimabue had been to Rome, quoting a document signed in June 1272 by 
Cimabue — “ Cimabove Picture de Florencia.” Even if this proves all it 
seems to, it is not enough. For if we regard Cimabue as the painter of the 
Nativity and the Baptism it does nothing to explain the difeerence there 
is between these works and those usually regarded as his. And what are 
we to make of the likeness of the Nativity to the Old Testament series ? 
That Cimabue was the author of that I refuse to believe. We know nothing 
of Cimabue save that he was a great painter, the greatest in Florence, 
perhaps in Tuscany, in his day (c/. Dante u.s.). That aU his work should 
have disappeared while much of that of his contemporaries remains, seems 
impossible. From time immemorial certain works have passed as his. One 
by one we have been asked to give them up, not always to any definite man, 
but as not from his hand. Yet if there be no authentic work of Cimabue’s 
in existence, it is absurd to ask us to give, up work traditionally his to some 
rmknown painter : for that unknown painter may have been Cimabue. 
The Rucellai Madonna and frescoes I have named in the Upper Church at 
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away, and left the incomplete work to be finished ‘‘ many years 
after ” by Giotto. Yet when one contemplates the lower series 
of frescoes in the aisle of the Upper Church of S. Francesco at 
Assisi, it is obvious that the same technical style was displayed 
there as had already marked the subjects of the upper courses, and 
that here again was a continuation and gradual development of 
Florentine artd It would have been difficult for Vasari, looking 
at the twenty-eight scenes from the life of S. Francis in the order 
in which they were executed, not to admit that those which illus- 
trate the earliest incidents of the life of the Saint, were executed in 
a rude and mechanical manner, hardly superior to that of the 
frescoes in the upper courses ; that as the life of S. Francis unfolds 
itself, the power of the artists seems to increase, the compositions 
to win a better form, the figures to exhibit more animation and 
individuality, until, towards the close, an art apparently new, 
another language, expressive of higher thought, reveal the develop- 
ment of the talent of Giotto. 

But the frescoes of the Upper Church of Assisi do not merely 
teH the story of art ; they were intended to declare to a religious 
congregation the abstinence, the piety, and the miracles of 
S. Francis. And as a sketch of these from the legend may be 
w^elcome to the reader, here it is : 

The son of Pier Bernardone, a rich citizen of Assisi, S. Francis 
was born to affluence, but preferred, even in those years in which the 

Assisi are traditionally his, but they might seem to be in a different cate- 
gory from the rest of his work. The one is obviously, I think (and in this 
at least a vast majority of critics are in agreement), a work of the Sienese 
school. It might seem as obvious that th^ frescoes in the Upper Cliureh 
at Assisi are of the Roman school of Pietro Cavallini, As with the Rucellai 
Lladonna, I give a list of opinions : — 

Douglas and Authur Strong, in Ed. dt. of C. and C.’s 
A History of Painting in Italy (Murray, 1903), see here the work of the 
school of Pietro Cavalli n i, and of an unknown master of the school of Rome 
who came under his influence (vol, ri., p. 10, note 1, and p. 11 , note 1). 
Herivianin agrees with Strzygowski (op. cii., p. 177 et seq.) that jpart of the 
Old Testament series is the work of Cavallini. Venturi, op. dt., vol. v., 
p. 131 et seq, also sees here the work of Cavallmi and his school ; but 
Zimmerman {Giotto und die hwnst Italiens im MiUelaUer, Lei^g, 1899) finds 
in the upper compartments the work of Jacopo Torriti, wlnle the Ark and 
the Flood and the Sacrifice of Isaac he gives to Cimabue’s school. To 
Cimabue himself he says is due the Three Angels (xii.) — ^this, however, is very 
much spofied; while Jacob’s Blessing and Esau with the Pottage, he gives 
to Giotto himself. The Joseph Sold (part of xv.) and Joseph and his 
Bretliren (part of xvi.) he gives to Giotto’s school.] 

1 [That Giotto was the painter, as well as the designer, of the majority 
of these frescoes may well be disputed ; at any rate there seems to be very 
little of his work left, after the restorers and the damp have been at work 
on them for peaturies,] 
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passions prompt youth to the pursuit of pleasure, the exercise of 
charity. Of a kindly and generous disposition, it is related of him 
that, though at first he was not free from worldly aspirations, his 
conduct became exemplary ; so that, even before his mind had turned 
to the contemplation of spiritual things, he was reverenced by the 
poor and simple. He had excited the admiration of a man who threw 
his cloak into the dust, that he might tread on it,i and, like S. Martin, 
he did not hesitate to give his cloak to one who seemed to want it,^ 
Then visions came upon him in the night ; visions, which did not, 
like those of the Maid of Orleans, foretell that he should rescue his 
country from a foreign yoke, but that he should save the Church, which 
was obviously nodding to its fall. In a dream he saw a splendid 
edifice adorned vdth arms and ensigns and with the symbol of the 
Saviour’s Crucifixion, ^ and this was the edifice of the Church which, 
by command of God, he was to restore.'^ This and other visions led 
him to expend the money given to him by a prodigal father in the 
erection of a church. But Pier Bernardone, who, before, could refuse 
no gratification of his son’s pleasures, was angered by this species of 
extravagance, and cited Francesco before the consuls. The bishop 
interfered. But the father, followed by a crowd of relatives, called 
on his son to restore the funds he had spent. Francis, however, had 
nothing left but his clothes, which, stripping himself, he offered to 
his angry progenitor, saying, “Hitherto have I called thee, Pietro 
Bernardone, father ; from henceforward I shall call upon our Father 
which art in heaven.” The bishop covered the youth’s nakedness 
with the episcopal robe; and as the children around caressed the 
stones which they intended for Francis, he entered de facto into the 
Order of the Mendicants.® Then followed the well-known series 
of incidents which led to the foundation of the Franciscan Order. 
Innocent III. saw the poor brother in a dream supporting the crumbling 
Church ; ® he approved the rules of the new order.^ Disciples followed 
the path which he had opened, and spread the fame of his miraculous 
power. One of them saw from the pulpit his form in a heavenly car 
brilliant with light. ^ S. Francis saw a seat reserved for himself in 
heaven, and heard a voice which promised that he should one day 
occupy it.^ The monks of the order cast out devils in his name.^<^ He 
visited the lands of the infidel and — a second Daniel — went through 
the ordeal of fire before the Soldan and shamed the false priests.^^ 
He was in constant communion with the Lord, and had been seen by 
his followers, with awful reverence, kneeling in a cloud and receiving 
the instructions of the Eternal.^^ jji obedience to supernatural orders, 
he represented the Adoration of the Shephelds at Greggio.^® He quelled 

^ This subject is the first of the series at Assisi, and is marked No. 1 in 
the plan. 

2 No. 2 of plan. ^ 3 of 4 4 of plan. 

® No. 5 of plan. ® No. 6 of plan. ^ No. 7 of plan. 

® No. 8 of plan. ® No. 9 of plan. ]^o. 10. 

“ No. 11. “ No. 12. 13 ]S]ro. 13. 
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the thirst of a man by a miraculous draught of water.^ He could 
discern that the sparrows twittered praises to the Almighty, and at 
his bidding they forbore and flew away ^ He prophesied sudden 
death to Ms host, who accordingly died immediately after confes- 
sion.^ He preached with such fervency before Imiocent III. and 
his cardinals as to convince them that his words were the real wisdom 
of God ; ^ and, though absent in the flesh, he comforted the Blessed 
Antony of Arles, as he preached in the cathedral, by appearing to 
hm^ in the act of benediction — a vision seen likewise by Monaldus 
and other brethren.^ The supreme proof of his communication with 
heaven was, however, when, on the rugged rock of La Verna, the 
Saviour appeared to S. Francis in the form of a Seraph, crucified, 
and impressed miraculously on his hands, feet, and side, the Stigmata.® 
A church had already been erected, with the contributions of the 
faithful, at Santa Maria degU Angeli ; but S. Francis frequently came 
away from this, the fijrst asylum of his order, to the episcopal palace 
of Assisi, where, a short time before his death, he was staying. Here, 
foreseeing his approaching dissolution, he resolved to withdraw to 
Santa Maria, and being unable to walk, he was carried by the brethren 
and followed by a respectful crowd. Outside the town, he stopped 
and, looking back at Assisi, gave it his blessing. Retiring then into 
Santa Maria, he lay down on Ms humble pallet, and on the 4th of 
October 1226 departed to another world. It was observed by one of 
the brethren that Ms form had ascended to heaven.^ At this very 
moment the bishop of Assisi, who was on a journey and then stopping 
at S. Michele di Monte Gargano, was miraculously assured of the de^th 
of him whom twenty years before he had covered with his protection, 
as he forsook the world for a life of poverty.^ The miracle of the 
Stigmata had not so much credence but that some still doubted of 
its reality, and accordingly one Girolamo, a doctor of Assisi, made 
Ms way into the cell of S. Francis, as he lay after death, for the purpose 
of testing its truth. With Ms finger in the wound he imitated the 
incredulity, and gained the conviction, of a second S. Thomas.^ The 
body was brought in great pomp from S. Maria or La Porziuncula to 
Assisi, where, in the church of S, Damiano, Ms “ sister ” S. Ghiara 
embraced Ms remains.^® He was canonised in S. Giorgio at Ronae^ by 
Gregory IX., whose xmbelief had ceased when S. Francis, in a 'mion, 
presented Mm with a vial containing blood from his side.^^ bQs ap- 
paritions after death were numerous and convincing. To a lady 
near Beneventum, who had never confessed, and was about to die, 
he spared a heavy penalty in the next world by^ arresting her death 
till she had made her peace with God.^® Before this, he had, at Ylerda, 
saved the life of a wounded man given up by the doctors,^^ and he 
liberated a prisoner of Assisi confin^ by the orders of Gregory IX.^® 

1 No. 14. ^ No. 15. ® No. 16. * No. 17. 

5 No. 18. « No. 19. ’ No. 20. « No. 21. 

9 No. 22. No. 23. No. 24. No. 25. 

No. 27. No. 26. No. 28. 
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Such was the life of S. Francis as depicted on the walls of the 
Upper Church of Assisi. That it was a life abounding in subjects 
worthy of the pencil, is not to be doubted. Many of the incidents 
were indeed essentially fitted for pictorial delineation, and afforded 
ample opportunity for the display of the greatest quahties in 
art, distribution, action, and expression. But if the spectator 
start from the first pictures in the southern wall of the aisle, nearest 
the transept, and sets aside No. 1 in the plan as a composition of 
a superior order ; he will remark that, up to No. 15 many of the 
defects which mark the frescoes of the upper course and ceilings 
are reproduced ; although it may be admitted that a broader 
style of drapery, more freedom of hand, and a more studied com- 
position prevail.^ In the scene where the angry form of Pier 
Bernardone may be noticed grasping the clothes of his son, and 
with difficulty held back by his relatives from assaulting Francis, 
whose nakedness is covered by the mantle of Guido, there was 
room for a display of the most varied action and expression — of 
anger in the father, of supreme trust in the bounty of heaven in 
Francis, of surprise or compassion in the bystanders, of triumph 
in the bishop and clergy. The intention of action and expression 
is manifest, and its real absence the more noticeable. Two children 
with their clothes tucked up evidently contemplate throwing the 
stones concealed in the folds of their garments ; and here may be 
traced that tendency to combine in a solemn subject one of those 
simple ideas which have been urged as one of the blemishes in the 
style of Giotto.2 Baron von Rumohr dwells indeed upon this 
peculiarity in the great Florentine mth unnecessary harshness, 
applying to it the epithet of burlesque, and affirming that it was 
exclusively a Giottesque tendency ; but the tendency was in the 
age, not in the man, nor is it possible to find in Giotto such bathos 
as that which disfigures the Expulsion from Paradise at Assisi, 
where the guardian angel seems literally to kick our first parent 
out of Eden. That a simple bit of nature enhances, rather than 
detracts from, the beauty of compositions, even of the most solemn 
order, may be considered a truism. Giotto did introduce such 
incidents, and in doing so displayed a deep observation of nature. 
He was not the first to do so, however ; but as he carefully avoided 
the ridiculous, he is entitled to the credit of havmg, even in 
the humorous mood, preserved the majesty and grandeur of 

^ Nos. 3, 4, and 5 have been damaged by time. 

2 The hand of the Eternal appears in the sky of this scene. 
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art.^ Tlie human form was rendered by the painter of this scene 
with a certain amount of truth, but comparatively without feeling. 
One may find, indeed, in the stiff square nude of the youthful 
Francis, in the large and coarse extremities, and defective articula- 
tions, repose approaching to the inanimate, a character akin to that 
of some figures in the upper course of frescoes, and of the Four 
Doctors of the Church in the ceiling, and a manner not dissimilar 
from that which was developed at Rome by Gaddo Gaddi. The 
drawing is striking for its continuous dark wiry line and its 
mechanical rudeness. The leaden red shadows, verde half tints, 
the ruddy stain on the lips and cheeks, the white fights, the broken 
contrasts of tones, are those of a mosaist. The rest of the scenes 
up to No. 15 offer more or less the same general features, though 
even in these a general progress in arrangement, and sometimes 
in execution, is visible. A more sensible advance becomes striking 
in the northern side of the aisle. It would be hard to find in 
earlier Christian compositions one more forcible, expressive, and 
natural than that in which the gentleman of Celano “ suddenly 
dies as he rises from table in fulfilment of the prophecy of 
S. Francis.*’ ^ The latter, no longer of the square and stiff form 
which characterised the earlier numbers of the series, stands behind 
the table calm in the foreknowledge of the event, whilst the dis- 
tracted relatives support the dying man, or exhibit their grief in a 
most natural manner. Without being free from the old vehemence, 
the figures have more nature and truth in form and expression, 
and are more deeply studied than they had been hitherto. Without 
stopping to analyse minutely the three next scenes, one may pause 
to examine the twentieth fresco, where S. Francis lies on a pallet, 
over which stoop the bending forms of his grieving brethren, one 
of whom, however, looking up, sees the radiant image of the founder 
of his Order carried in a glory to heaven by ten angels. Interesting 
as this picture must be to those who may wish to study the gradual 
progress of the art of composition in the Florentine school, it is 

^ Surely “ the liveliness of movement and action ” which Rumohr admits 
as giving charm and interest ” to Giotto’s works, does not deprive them 
of the “greater earnestness of previous efforts,” when we see on the con- 
trary that the humour of Giotto is nobler and less childish than that of his 
predecessors. It is an xingrounded reproach which Rumohr makes, when 
he says that Giotto in a great measure set aside the noble refinement of 
holy and godly character, and led Italian painting to the representation 
of actions and passions in which, according to the habit of monkery, the 
burlesque found play by the side of the pathetic.” See Forschungen, vol. ii., 
pp. 56, 57. 

2 No. 16. 
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still more so when considered with reference to the improvement 
of the human form as sIiovtl in the angels, v^ho with gentle and 
elastic movement seem wafted through the air by their wings, 
and whose features already express that heavenly repose and 
noble kindliness wiiich so strongly contrasts in the Giottesques 
with the vehement action and grimace of the angels of the old 
style. Nor is the semblance of flight merely a result of the 
attitude ; but it is due also to the sensible improvement of the 
flying drapery, which, aiding the development of the form and 
its action, contributes to the pleasure of the beholderd Pine as 
a composition, and beautifully arranged as regards the groups of 
monks with tapers and crosses, is the twenty-second fresco, repre- 
senting the incredulity of Girolamo.^ But superior still is that 
where the body has been carried on a tressel towards the church 
of S. Bamiano. The bearers have just dropped their load ; and 
S. Chiara bends in grief over the remains. Whilst two nuns kiss 
the hands of the cold corpse, others bend over it. A couple com- 
municate their thoughts ; and the crowd behind look on in lamenta- 
^tion. The grief of the monks issuing in a column to the left out 
of a neighbouring convent is well depicted ; and an affecting sense 
of genuine regret is visible in aU the faces. In the females, a 
graceful choice of form ; in the head of S. Francis, a good expression 
of the repose of death and select features ; in the figures generally, 
true proportion and flowing draperies, varied attitudes and 
individuahty ; in the artist an improved knowledge of drawing and 
of form — a great variety within the bounds of nature combine to 
convince the spectator of the progress already made by the artists 
of Assisi.® The fresco of the canonisation is unfortunately 
obliterated, with the exception of a group of women and children 
who witness the scene ; but as regards composition, the next 
picture, which represents Gregory IX. in a dream receiving from 
S. Francis the flask of blood, is grand and well conceived.^ A 
triumph of distribution, action and expression is to be found in 
the twenty-sixth fresco, where the wounded man is brought to 

^ This fresco has lost most of its colour ; but the original design is every- 
where visible. No. 21 is much damaged. 

^ The eoloiir in No. 22 is in great part gone. 

® Part of the intonaco of the foreground h,as fallen. 

* S. Francis stands behind the couch on which lies the recumbent Pope, 
who raises his right hand to the offering, whilst the friar with his right 
paints to the Btigma in his side. The figure of a sleeping attendant, two 
others in converse, and a fourth telling his beads, could not have been better 
arranged. 
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life by S. Francis, whilst his wife and servant dismiss the hopeless 
surgeon at the door. The latter with a shrug, and by his features 
and gesture, seems to say there is no hope. The lady who has 
followed him, bears her grief nobly, and still seems unconsciously 
to ask, Is aU then over ? The servant at her side cannot restrain 
her tears. In the meanwhile S. Francis has miraculously appeared 
behind the bed ; and the sufferer raises his head, and smiles as he 
feels the wound healed by the hand of liis deliverer. Behind, an 
angel holds a sceptre and a pot of ointment, whilst a second draws 
down the coverlet. The beholder may choose which he is disposed 
to admire most, the distribution of the figures and the noble truth 
of the attitude which, in the lady, recalls the antique — the grave 
and beautiful features of the latter contrasting with the weighty 
but not less expressive ones of the surgeon — or the fine proportion 
and simple flowing draperies. For harmony and equilibrium, 
for expressiveness in every sense, this is indeed a work of a high 
order. The same qualities of composition form the attraction 
of the twenty-seventh fresco, where the sick dame confesses to 
S, Francis, at the very moment when the clergy, with the cross 
and tapers, have appeared for the purpose of removing the remains.^ 
An angel in the air claps its hands, and drives away the devil 
exorcised by S. Francis, an humorous incident, whilst in the 
heaven the Eternal grants the pardon of the repentant soul on the 
intercession of the saint. In the final scene of the liberation of 
the prisoner, the nude of the latter is weU executed, and a figure 
of S. Francis ascending to heaven is fine in its motion ; whilst, 
as regards the background, the usually accessorial nature of the 
edifices is in so far improved that a column is represented with 
exquisite bas-reliefs. Reverting to No. 1 of the whole series, it 
may only be necessary to say that it seems to have been executed 
by the same hand as the five last, and is vastly superior to the 
frescoes in continuation of it. 

The art progressing throughout this succession of works, cul- 
minates at last in the comparative perfection of one who can be 
no other than Giotto ; but Giotto, youthful and feeling his way, 
already in advance of his generation as regards competition, able 
and precise in design, but still imperfect in the technical processes 
of colour.^ In this respect, indeed, a certain hardness and coldness 

^ A group of women on the right naturally renders tiie various looks, 
the movements, and impressions which such a scene might elicit from persons 
of different age and qutoty. 

2 In so far as can be judged from the parts that remain. Where the 
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must be conceded. The verde shadows, warmed up here and there 
\^dth stippling of a mne-red colour, the lights, also stippled up, 
produce a certain rawmess, and show the persistence of the system 
pursued by the older painters of Assisi, at the same time that 
some progress of handling is exhibited. Wliether the compositions 
of the series are due to one leading spirit who is not Giotto, or 
whether they are in reahty his, it is impossible to affirm. In the 
first case, Giotto, when his turn came to execute, altered and 
improved ; in the last, inferior hands marred the beauty of his 
conception. Enough, however, has been said to justify the remark 
that the paintings of the Upper Church of Assisi comprise and 
explain the history of the revival of Italian art, and that this 
edifice is undoubtedly the most important monument of the close 
of the thirteenth century. Independently of names, it teaches 
the beholder to trace the progress of painting, as it changed and 
improved itself till, after casting off its old garments, it appeared 
in more youthful and promising ones. At Assisi alone can the 
first steps of Giotto be followed, as in Assisi the lover of the fine 
arts can see the culminating point of his greatness. But Assisi 
also conceals the names of other artists, and it is pertinent to this 
inquiry to determine, if not by records, at least by analogy, who 
those artists may have been. One may seek, for instance, amongst 
the works assigned to, or known to be by, artists of the thirteenth 
century, whether some analogy may not be traced between them 
and the authors of frescoes which, like those of the Upper Church 
of Assisi, follow those of Cimabue and precede those of Giotto. 
Two artists offer themselves to the inquirer, and these are Filippo 
Rusuti, of whom Vasari says not a word, and Gaddo Gaddi, 
respecting whom his biography is superficial. 

On.the front of S. Maria Maggiore at Rome, a space now covered 
over by the portico is divided into two somewhat heavy courses 
of mosaics representing the Saviour and saints.^ On the margin 

colouring matter is gone the deetd colour of the preparation is preserved. 
This is a proof that the frescoes of Assisi are a secco and not huon fresco. 
[Cf. Rooeb Fby, Oiotto, in Monthly Review, December, 1900, p. 157 et seq. 
He is of opinion that the hrst and the last five frescoes are by another 
painter than Giotto — an unknovm disciple, he thinks. Lanqton Douglas 
and Abthub Stbong, op, cit, vol. ii., p. 21, note 1, agree with him.] 

1 The highest of which is occupied by a figure of the Saviour enthroned, 
in the act of benediction, in a circular glory, supported by four angels, of 
which two wave censers and two hold candelabra. The Virgin, S. Paul, 
S. James, and another saint are ranged to the left j S. John the Baptist, S. 
Peter, S. Andrew, and another apostle to the right. Above these figures, 
the symbols of the Four Evangelists and an ornament studded with figures 
of angels complete the mosaic. 
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of the circular glory, surrounding the principal figure, the following 
inscxlption reveals the name of the author : “ philipp. bustjti. 
FECIT HOC OPUS.” This mosaist laboured in a style different 
from that of the Roman school, as it is found in Torriti and the 
Cosmati, and displays the weighty manner of the Tuscans. The 
type of the Saviour and the forms of the angels are more regular 
and more modern than those of Cimabue, and have a resemblance 
of type and cliaracter to the medallion figures of the Saviour, 
Virgin, S. John, and S. Francis of the aisle ceiling in the Upper 
Church of S. Francis at Assisi.^ The mosaics of Rusuti have the 
character and faults of that work, and it is by no means impossible 
that this artist should have been one of those who resumed at 
Assisi the labours which Cimabue had not completed. 

Gaddo Gaddi was, according to Vasari’s biography, the intimate 
friend and contemporary of Cimabue. A pleasing conformity of 
mind and thought unit^ them,® and hence it would have been 
agreeable to them to labour together in one edifice like that of 
Assisi. But the talents of Gaddi were evidently inferior to those 
of his friend, and Vasari does not hesitate to place him, though 
an older man, in the second rank of those who illustrated the 
Florentine school. Bom in 1239,^ he survived Cimabue twelve 
years, after laying the foundation of a fortune which raised his 
posterity to the highest social position attainable in those days. 
With Giotto he lived also on terms of friendship, and his son Taddeo, 
held by the former at the baptismal font,^ became one of the most 
industrious of the great Florentine’s assistants and imitators. A 
single date, not a single record of undoubted authority, connects 
the name of Gaddo with works of art. The silence of Rieha^ 
would seem to contradict the assertion, that from Tafi Gaddo 


1 The figure of the Saviour at S. Maria Maggiore, for instance, has still 
the bullet shape of older models; but the outlines are an improvement, 
and the cheek bones do not protrude too much. The four angels have some 
nature in movem^t, and some greater breadth of drapery than heretofore. 
Tlie figures of apostles are not quite so motionless as those of Jacopo Torriti, 
and the colours are well chosen. This mosaic is on gold groimd, and not free 

from restoring. ^ ^ a 

2 Vasari, vol. i., p. 293. [All Vasan s statements with regard to Gaddo 

Gaddi must be received with scepticism.] , 

® He died, according to Vasari, in 1312, aged 73. Vasari, vol. i., p. -99; 
and Kicha, OMeae, iM anp., states that he had seen the record of his burial 
in S. Croce (vol. i., p. 56). 

* Vasari, vol. i., p. 296. ^ x* xu 

5 Chieae FiorenMne, tom. v., p. xlii. Richa does not mention the name 
of Gaddi amount the mosaists of the Baptistery of Florence, although he 
records that of Taddeo. 
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learnt the art of mosaic, and that he executed the figures of prophets 
in the course beneath the windows in the baptistery of S. Giovanni 
at Florence, winning by his industry “ a great renown ; ” ^ but if 
the mosaic inside and above the portal of S. Maria del Fiore at 
Florence be really his work, as VasaH affirms, ^ it is truly the pro- 
duction of one who combined the old manner, miscalled Greek, 
with the style of Cimabue.^ Again, if the name of Gaddo be truly 
appended to the eggshell mosaic in the gallery of the Uffizi,^ it 
would leave the impression that the author was one of those old 
artists who combined all the defects of art in its decline.® But 
the mosaics inside the portico of S. Maria Maggiore at Rome, which 
form the course immediately below those of Rusuti, are distinctly 
pointed out by Vasari as wmrks of Gaddo,® and exhibit unmis- 
takably a style approaching to that of the ceding nearest the portal 
in the Upper Church of Assisi, or that which may still be found 
in the second, third, fourth, and fifth frescoes of the series assigned 
to Giotto in the aisle to the same edifice. The space allotted to the 
mosaists at S. Maria Maggiore was that on each side of a vast 

1 Vasabi, voL i., p. 294. ^ Ibid. 

^ The semicircular recess which confines this mosaic is filled with a 
Coronation of the Virgin, in which the Sa\dour and His mother sit side by- 
side on the same throne, and the latter bends reverently towards the former 
with her arms crossed on her breast, as she receives the heavenly diadem. 
Groups of angels blowing enormous trumpets are crowded on each side of 
tlie throne, over which the symbols of the Four Evangelists are placed. In 
the two principal figures the weighty, masculine, and colossal style of a 
Florentine may be traced, whilst in the face of the Redeemer age is indi- 
cated by angular wi’inkles. A large nose, a low forehead, and defective 
extremities betray the still feeble powers of the artist. As a group, the 
whole is better intended than carried out. The space at least is symmetri- 
cally divided and filled up, but the draperies are mapped out Hke marquetry 
work and adorned with profuse gold lights. The angels are more pleasing 
than those of the Baptistery of Florence, and the mass of light and shade 
fairly divided. The colour is gay and bright, whilst the outlines remain 
sharp and angular. The ‘head of the Virgin has suffered from restoration, 
and other portions here and there likewise. 

* This work has been only assigned to Gaddo Gaddi because, Vasari 
says, he executed such works for the church of S. Giovanni at Korence. 
Vasari, vol. i., p. 295. 

® The Saviour, here represented with the open Gospel, and in the act 
of benediction, was conceived in the lowest type of the degenerate times, 
with a long head, pointed nose and beard, red and black outlines, yellowish 
shadows and hair. The folds of the yellow tunic are indicated by rectangular 
lines, and the lights -bouehed in gold now darkened by age. The hand in 
the act of blessing is short and broad. To Gaddo this mosaic can only be 
assigned if it be assumed that other works are falsely attributed to Mm. 
This mosaic, really executed with stones composed of eggshell, is slightly 
painted over, so that colour was ob\dously us^ to assist the effect. The 
stones were laid on a coat of wax. A part of the book and left hand are 
gone. ® Vasari, vol. i., p. 294. 
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circular window, which, being divided into four irregular compart- 
ments,^ is filled with episodes having some relation to the founda- 
tion of the church.^ These mosaics, more modem in style and 
execution than that of Rusuti, are probably those executed by 
Gaddo Gaddi in 1308,^ and not only recall the manner exhibited in 
the frescoes already selected for contrast, but the style of archi- 
tectural adornment peculiar to the paintings at Assisi. A simple 
comparison between the figures of the third compartment at 
S. Maria Maggiore with those of the second, third, fourth, and 
particularly the fifth fresco of the series at Assisi, which represents 
incidents of the Hfe of S. Francis, will show almost conclusively 
that the same hand executed both works. The same laws of 
composition, the same weighty form in the human figures, similar 
heads, marking the transition between the style of Cimabue and 
Giotto, a rude and wiry outline, draperies of better flow than of 
old : all this may be found in Assisi and at S. Maria Maggiore. 
Nay more, the faulty extremiti^, the broad mass of light and 
shade, the natural movement of figures, the architecture common 
to both and pecuharly Florentine, are displayed at Rome and 
Assisi. Nor is this similarity to be found in general features only. 
The figure of the Pope in the third compartment at S. Maria 
Maggiore is of the same type and character as that of the third 
compartment in the scenes of S. Francis’ life at Assisi. That 
Gaddo Gaddi was not merely a mosaist, but a painter, is affirmed 
by Vasari ; and if it be admitted that, in the former capacity, 
he executed the mosaics in the portico of S. Maria Maggiore, it 
must be conceded that he painted at Assisi. 

Any further search for the works of Gaddi would be vain. In 
the chapel of the Incoronata in the Duomo at Pisa, according to 

1 The compartments are divided by feigned columns and a feigned 
comice above. 

^ In the first, to the left, the Virgin and Child, in a glory, supported by 
four angels, appear in a dream to one of the founders of the church. Pope 
Liberius, recumbent on a bed below ; and the only part of this mc^ic which 
retains its old character is that wliich represents the Virgin, Child, and 
angels. The second compartment represents a similar dream, and the 
apparition of the Madonna to the patrician Giovanni. Here some sitting 
figures at the foot of the bed are new, and the figure of the Virgin is re- 
touched. The third compartment represents the apjDearance of Giovanni 
before the pontiff. The fourth shows the Pope accompanied by clergy, 
tracing out the plan of the church under the protection of the Virgin and 
Saviour in glory above them. ^ 

3 VASAiti, vol. i., p. 294, gives this date as that of Gaddo’s presence in 
Rome. On the mosaics of S. M. Maggiore the arms of Colonna, the patron 
of Jacopo Torriti, are to be found; and this would confirm the accuracy 
of Vasari’s chronology, usually so untrustworthy. 
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Vasari, he executed a mosaic of the Ascension of the Virgin, with 
the Saviour awaiting her in heaven. Such a work still exists, 
without the figure of the expectant Saviour ; but, though damaged, 
seems to have been executed in the latter end of the fourteenth 
century.^ 

It may be sufficient, however, to have pointed out the pro- 
bability that Gaddo Gaddi and Rusuti should have taken part 
in the works of the Upper Church of Assisi. The presence of these 
Florentine artists at Rome enables the student at the same time 
to compare the progress of Florentine with that of Roman art ; 
and the comparison between Gaddo and Rusuti, and the Cosmati 
and Cavallini, mil be found not very disadvantageous to the 
latter. It will be granted that the Roman school, which had never 
ceased to exist, was not inferior, at the close of the thirteenth 
century, to those of the rest of Italy, or particularly to that of 
Florence. It may indeed be affirmed that, setting Giotto aside, the 
artists of Rome were in a measure superior to those of Florence, 
until he arose. Rusuti and Gaddo Gaddi belonged to a class 
of decorative painters, whilst the Cosmati and CavaUini displayed 
-more nature and more individuality, more character and. truth in 
the rendering of form, than their Florentine rivals.^ 

1 Amongst the works of Gaddo, which time has obliterated since the 
publication of Vasari’s lives, are the mosaics in the choir of S. Peter at Rome 
and those of the front of the same church representing a colossal “ Dio 
Padre and many figures ” (Vasari, vol. i., p. 294), the mosaics of the old 
Duomo outside Arezzo (ibid., p. 295), the altarpiece of the “ tramezzo ” 
of S. Maria Novella at Florence. The portraits of Gaddo and Tafi were 
painted, according to Vasari (vol. i., p. 296), by Taddeo Gaddi, in the Baron- 
celli Chapel at S. Croce, in the Sposalizio. If the portraits of these two 
artists in the editions of Vasari are considered, it will be found that the 
figures cited as the originals by the latest commentators of the Aretine are 
not the real ones. See note 1, to p. 297, vol. i. The two figures in question 
are on the extreme right of the foreground, in the fresco of the Presenta- 
tion in the Temple. 

^ [With their usual insight the authors have, in spite of disadvantages 
we no longer suffer, fcfund out the truth. The lately discovered frescoes of 
Cavallini in S. Cecilia in Trastevere confirm them altogether in their praise 
of him.] 



CHAPTER VIII 

GIOTTO 

The early training of Giotto at Assisi may not have been without 
influence on the development of his career. Two mendicant 
fraternities divided vflth their influence the mass of society in 
Central Italy at the close of the thirteenth century. Tlie Fran- 
ciscans and Dominicans admitted indifferently into their ranks 
men and women of every class in life, and Peter de Vineis affirms 
that, in his time, hardly a single person could be found who had 
not secretly or openly assumed the frock of lay brother or sister.^ 
The Franciscan Order, however, appealed more naturally to the 
feelings of the masses than the Dominican, and certainly took 
the lead in representing its sovereignty in a majestic edifice which 
the art of successive painters adorned. It is difficult to appreciate 
in our day the services which art and letters yielded to the Order 
of S. Francis ; but the pen of Dante and the pencil of Giotto were 
both devoted to it, and hence probably the connection w'hich arose 
between two great men, of -whom one sprung from the ranks of 
the noblesse, the other from the cottage of a peasant. 

The humble condition of Giotto, who, as a child, led his father’s 
flock through the scant and sohtary pastures of Yespignano, his 
early feeling for art as exhibited to Cimabue on the public road- 
side,^ the simple confidence with which the old labourer Bondone 
entrusted his infant son to a stranger, is related by Ghiberti and 
Vasari.3 Giotto, born in 1276, was ten years of age ^ when 

1 Cesare Guasti, Opmeoli (Mor., 1S59), p. 20. 

2 [The story of the discovery of Giotto by Cimabue occurs first in 
Ghiberti (1450). Giotto’s father was of less humble station than Ghiberti 
and Vasari thought. We have the authority of document for averting that 
Giotto was bom at Colie. Gf. Daviusohn, Du Heimath QioUd'a in R&per- 
torium fur Kunstwissenckaft (1897), band xx. We cannot as yet be sure of 
the year of Giotto’s birth.] 

® Ghiberti (2nd Commentary in Vasari, ubi sup., pp. xyfi.-xviii.) ex- 
plains that Bondone gave up his son because he was ** povensmnu.*^ 

^ VavSari, voL i., p. 310. Ghiberti mp.) says, Giotto was then 
piccokt Tliere is a stran^ coincidence of name betw^n Giotto di 

Bondone the painter juid Giotto di Buondone, who, between 1301 and 
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Cimabue, taking him away to Florence, initiated him to the first 
rules of art. Any attempt to trace the progress of Giotto under 
the guidance of his early teacher would be perfectly useless,^ 
inasmuch as the first fruits of his industry have perished ; ^ but 
that he laboured when still young at Assisi is evident to those 
who can study the scenes of the life of S. Francis in the aisle of 
the Upper Church. That he had entered upon manhood when he 
painted the allegorical ceilings of the Lower Church is equally 
evident. It is therefore probable that he executed the latter 
when, according to Vasari, he was called to Assisi by Fra Giovanni 
di Muro,^ elected fourth General of the Order of S. Francis in the 
year 1296.^ 

Next to the aim of making manifest to the people the acts and 
miracles of S. Francis, that of illustrating the principles upon 
which the Order was founded would naturally be considered 
imperative. Hence Giotto was called upon to demonstrate with 
the feeble aid of allegory the virtues which ostensibly distinguished 
the mendicants of Assisi. Poverty, w^edded to Christ and widowed 
in Golgotha, was the spouse which S. Francis chose, a spouse whose 
rags and suffering, as she pursued the thorny path of life, were 
still not without charm. For poverty, though her way be amongst 

1321, occupied important posts in the republic of Siena. (Bumohr, vhi sup,, 
vol. ii., p. 41.) But there can be no error as to the name of the painter’s 
father, as in a document of 1312 the former is called Bondonis. See note 
to Vasari, vol. i,, p. 329. 

^ [Berensoist, Florentine Painters of the Renaissance (Putnam, 1898), 
p. 114, tells us that Giotto was “formed under the infLuence of Giovanni 
Pisano.”] 

2 Paintings in the Badia of Florence. Vasari, vol. i., p. 311. 

® Vasari, vol. i., p. 315. 

* Wadding, Annal. Ord. Min,, vol. v., p. 348, anno 1296. Vasari 
(vol. i., p. 315) pretends that, on his way to Assisi, Giotto, passing through 
Arezzo, painted in the Duomo, without the city, a chapel in which he re- 
presented the Stoning of Stephen, and, in the chapel of the Pieve d’ Arezzo, 
dedicated to S. Francis, a portrait of that saint and of S. Dominic, on a 
column. As the Duomo was razed in 1561, the “ Stoning of S. Stephen ” 
perished with it, but the figures of S. Francis and S, Dominic still exist 
in the Pieve ; the former standing with a book, the latter with a lily in his 
hand. These figures, on tiptoe, hardly outlined, with some research in the 
detail of form, but of a paltry shape, ill drawn as regards the extremities, 
and feeble in the draperies, are evidently not by Giotto, but may possibly 
be by Jacopo da Casentino. A Crucifix in the Badia di S. Fiora at Arezzo 
is likewise assigned to Giotto (see annot. to Vasari, p. 324), Vasari having 
stated that he painted one there ; but that which now exists, so far from 
being in the style of Giotto, is in the manner of a Sienese painter, possibly 
Segna, whose works may be mentioned later. Further, as to a figure of 
S. Martin painted for Piero Saccone on a pilaster of the choir in the Vesco- 
vado (Vasari, vol i., p. 324), nothing can be said, inasmuch as the fresco 
has perished. 
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briars, enjoys the bloom of the roses. She may be stoned by the 
heedless, feared and despised by the worldly, but she is the foe 
of avarice and lust, the friend of charity ; and hope whispers to 
her that she may inherit eternal happiness. He who gives his all 
to the poor is himseK a beggar, but the consciousness of good is 
as the rose on the briar, and the reward is a seat amongst the 
angels. Yet poverty without penitence for past sin, poverty with- 
out chastity, was, according to the teaching of the thirteenth 
century, no blessing. Of him therefore who would take the vow 
of the mendicants, purification and penance were demanded. 
To undergo the ordeal, fortitude was required ; but he who had 
strength and faith drove out the sins of the flesh, and, by the 
help of prayer, was admitted to the fortalice of chastity, whose 
walls, if guarded by prudence, justice, temperance, and obedience, 
would be impregnable. Obedience, however, was the necessary 
yoke imposed upon the mendicant brother. With it, humility and 
prudence went hand in hand, for whilst the first taught content- 
ment, the second was a defence against pride, envy, and avarice ; 
and whoever willingly bore the yoke was certain of paradise, and 
would occupy with S. Francis a seat in glory amongst the heavenly 
host. Such was the theme which Giotto was to develop pictorially 
on the central ceiling of the Lower Church of Assisi. He depicted 
in one of the spaces the mystic marriage of S. Francis united to 
Poverty through Christ, telling at the same time, as weU as he could, 
the allegory, and illustrating it by incidents from the life of the 
saint, and thus endeavouring to impress on the spectator, not 
only the spiritual advantages, but the actual course pursued by 
the founder of the Order. 

So in the left-hand foreground, a pauper, holding out his hand for 
alms, seemed welcomed by a youth depriving himself at once of his 
cloak, an act witnessed and encouraged by the youth^s guardian angel, 
who, pointing to the mystic ceremony in the centre of the picture, 
seemed to inculcate the maxim that, by helping the poor, man is fitted 
to aspire to the vows of the mendicant order. In the middle of the 
picture, Poverty, in rags amongst flowers blooming on the briar bush 
which strews the ground, is united to S. Francis by the Saviour, and 
looks kindly on the saint. Faith on her left gives her the ring, and 
Charity shows that she has a burning heart. A host of angels on each 
side of the principal group form the spiritual court, before which, 
according to Dante, the mystic marriage took place. A dog barking 
at the feet of Poverty, a child goading her with a stick, and a boy throw- 
ing stones at her, indicate the contempt and fear which she inspires 
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to the world. In contrast with the Idndiy action of the youth who 
shared his cloak with a beggar, another at the opposite side of the 
picture, vainly addressed by an angel, displays by the indecent gesture 
of his fingers and a falcon on his fist his preference for worldly pleasure, 
wliilst to his right a figure with a bag of gold symbolises avarice, and 
a third between the two seems to point towards the charitable group, 
and give worldly advice.^ In the upper part of the picture, an angel 
in flight bears the garment of the charitable boy ; a second also in 
flight holds up a mimic edifice surrounded by a wall, in the court of 
which grows a tree. Both seem to be received gratefully by a figure 
looking down with open arms from heaven. 

Giotto in this allegory evidently followed the instructions of 
his employers. His own ideas on the subject of poverty he em- 
bodied in rhyme, imperfect as regards metre and language, but 
very remarkable for common sense.^ According to his ideas, 
Poverty, commended by those who observed it as a rule, was 
by no means commendable, though it might exist without vice. 
Involuntary poverty led the world but too frequently to evil, 
judges to corruption, dames and damsels to dishonour, and men 
in general to lying, violence, and theft. As to poverty elect, it 
was very obvious that it was as frequently evaded as observed. 
Yet, as regards the observance, that certainly could not be good 
which required no discretion, knowledge, or qualities of any kind, 
nor could that justly be called virtue which excluded what is good. 
But this common-sense view did not prevent Giotto from doing 
his duty by the Franciscans ; and though he might scorn the 
general reverence in which they were held, or could perceive their 
weaknesses, he worked for them diligently and well, serving them 
as he no doubt served others, caring as little for their peculiarities 
as for party distinctions in lay employers. It is indeed, from the 
outset, characteristic of Italian artists that they were welcome 
everywhere, and that they yielded service to Ghibelline or Guelph 
with the same readiness as Raphael did later to the friends and 
foes of the court of Urbino. 

Continuing the cycle of subjects, Giotto devoted a second 
compartment to the allegory of Chastity, a fit comprehension of. 
which, as of the two remaining ones, the student may gather from 
the following : 

^ The drawing of this group by Giotto himself, designed wdth a pen on 
vellum, has recently passed from the collection of Mr. F, Reiset into the 
possession of the Due d’Aumale, and is now in the Museum of Chantilly. 

® See Giotto's Canzone on Poverty in Btjmohr, ubi aup., vol. ii., p. 51, 
and in Vasabi, vol. i., p. 348. 
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On tlie left foreground three figures representing the three orders 
of Franciscans, the friar, the nun, and the terziario or lay brother, 
might be seen gladly greeting S. Francis, accompanied by a band of 
angels and soldiers of the faith. Whilst an angel presents the cross 
to the nun, S. Francis extends his hand to the would-be friar, and 
the lay brother seems animated with the utmost desire to join the 
holy company. This group is appropriately significant of the ardour 
of S. Chiara, Bernard of Quintavalle, and another to accept the aid 
of S. Francis and assume the vows of his order. One of the soldiers 
behind the saint already holds the instrument of penitence in his hand, 
which is a whip of many tails. Further to the right, a novice stands 
naked in a font, and whilst an angel in robes imposes hands on his head 
and shoulder, another on the right pours over turn the purifying water. 
Two angels with the dress of the order stand by, waiting till the cere- 
mony of purification is over ; whilst in rear of the whole group two 
figures symbolising purity and fortitude hold in readiness a banner 
and shield, and with them lean forward from the wall which surrounds 
the tower sacred to Chastity. To the right of the scene of purification 
stands one of the fiageilators, hiding the instrument of punishment 
behind his back, and indicating that he awaits the novice, whilst 
another by his side, and seen more in front, wields the instrument as 
if the flagellation had already taken place upon one to the right, winged, 
cowled, and bearded, who, strong in purity and penitence and with 
the marks of the flail on his torn garment and back, has already driven 
away and prostrated the unclean spirit in the shape of a winged boar, 
and strikes with a trident a naked winged female blindfolded and 
symboheal of lust. Her feet are as the talons of a bird, her form 
youthful, and her head crowned with roses. But from her shoulder 
hangs a quiver and a striug of human hearts. Behind, the skeleton 
of death grasps the hand of a figure emblematic of impure passions, 
and hurls him into the flames of the everlasiing abyss. The penitent 
is aided against his foes by three noble and youthful female with 
helmets, one of whom pricks lust with a lance, whilst another repels 
her with a vase, and the third with the cross and the remaining symbols 
of the Passion. Behind these again, are three old helmeted warriors 
holding lances. Chastity, a youthful female, in profile, stands in prayer 
in the upper part of the tower guarded by Purity and Fortitude. Two 
angels in air at the sides of the tower ofier her a crown and a vase, 
out of which grows a palm. The tower itself, the sjnnbol of the force 
of Chastity stands in a quadrangular fortalice flanked with square 
turrets crenulated triangularly after the Florentine fashion. A bell at 
the top indicates the necessity of vigilance. 

Under the name of Obedience, Giotto symbolised the rules of the 
Order of S. Francis, whose practice secure the ascent to heaven. On 
the right foreground he depicted an animal of three natures, part man, 
part horse, and part dog, advancing with a red cloak on his shoulder, 
and symbolising pride, envy, and avarice. His career seems suddenly 
arrested by a ray which glances on his face from a mirror in the hand 



202 


HISTOKY OF PAINTING IN ITALY 


of Prudence, a double-lieaded figure sitting on tlie extreme left of a 
portico, in which are present likewise Obedience and Humility. The 
portico or lodge is symbolical of the sanctuary of S. Francis. In it 
hangs a Crucifix. In front of it and beneath the s3nnbolic figure of 
Prudence an angel comforts and holds by the hand one of two kneeling 
figures. The first looks at the hybrid’s repulse, and seems to signify 
that Prudence teaches us to repel pride, envy, and avarice. The second, 
directed by a gesture from the angel, casts its glance towards Humihty, 
who stands in the portico to the right, holding a torch in her hand, 
signifjfing that humility lights the sinner to virtue. In the centre of 
the portico, Obedience, in the dress of a Franciscan and wearing a yoke, 
inculcates silence with its finger on its mouth and imposes on the 
shoulders of a kneehng monk a wooden yoke. Above, S. Francis is 
drawn up by the yoke to heaven, and two angels, at each side of him, 
hold scrolls on which are inscribed the rules of the order. On each 
side of the foreground, angels kneel, the two nearest carrying cornucopia, 
the others in prayer. In the fourth compartment Giotto represented 
S. Francis in cathedra holding the book and Cross, in a glory of angels 
varied in attitude and motion, some dancing, others sounding instru- 
ments of difierent kinds, and others holding lilies and palms.^ The 
centre of the diagonals is a medalhon with a figure of the Eternal, as 
He appeared to S. John, that is, the figure of “ one ^ded about the 
paps with a golden girdle. His head and His hairs wMte hke wool, as 
white as snow ”... and out of His mouth went a sharp two edged 
sword.” ^ This vision of the Eternal holds in its left a book inscribed 
“ Liber ecclesise divinse ” and in its right the keys. In the ornament 
of the diagonals, the Lamb,^ with three crowns, the symbols of the 
Four Evangelists,^ winged, “ the white horse,” and He that sat upon 
him holding a bow,^ “ the black horse,” and He that sat upon him 
holdiug a pair of balances in His hand,® “ the red horse,” and the rider 
wielding a great sword,"^ Death on the pale horse, ^ angels, seraphim, 
and emblematic figures of the Virtues. 

Humohr says of these ceiling frescoes, that the “ allegory which 
they illustrate is monkish-childish, and was certainly so ordered 
by the friars and not thought out by Giotto.” He passes them 
over because of late a German tourist has described them at 
length,^ who seems to have contemplated with delight how the 
angels draw up poor sinners of monks with the healing cord of S. 
Francis to heaven.” No doubt the allegory was not Giotto’s, nor 
was it in his mode of thought ; but if it be the aim of an artist to 

^ These four frescoes are on gold ground. 

® Rev. chap. i. 13, 14. ^ Rev. chap. v. 6. 

* Rev. chap, iv, 6. ® Rev. chap, vi, 2. ® Rev. chap. vi. 5. 

’’ Rev. chap. vi. 4. ® Rev. chap. vi. 8. 

® KdHLEiR, in Kunaiblatty 1821, Nos. 40 and following. 

Rtjmohb, vol. ii., p. 67. 
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expose clearly that which he desires to express, the meaning is 
here perhaps as clear as it could have been, had the same thoughts 
been conveyed in rhyme or prose ; nor would the task of a critic 
be heavy who should thus allow his scorn of the mere form in which 
a subject is presented to dispense him from the duty of consider- 
ing the art which distinguished the painter.^ 

These allegories, next to the frescoes of the Upper Church of 
Assisi, enable the beholder to study the progress which Giotto had 
made as he emerged from adolescence into the enjoyment of 
independent life. In the frescoes of the Upper Church of Assisi 
the laws of composition and distribution had already been success- 
fully developed.^ The space had been judiciously distributed 
and the groups were bound together with such art that the resulting 
hues were at once simple and grand.® Whilst the greatest and 
most difficult law of delineation was thus ably enforced, other 
maxims had not been forgotten. The painter explained his mean- 
ing everywhere. Not a movement but suited the general action ; 
not a figure whose character was not befitting his quality and the 
part allotted to him in the scene ; not a personage whose stature 
was not well proportioned, whose form was not rendered with 
intelligence of the action, the nude, and even of perspective. Nor 
was the latter quality of small value at a time when the science of 
placing objects as they appear in life was not ascertained in any 
way. Even the forms of architecture and distances, though they 
stiU remained the most imperfect of the accessorial parts of paint- 
ing, had been so improved as to exhibit at least greater nature, 
taste, and elegance of proportion than heretofore, and a purer 
style in decoration and ornament. This alone would point to 
Giotto as the author of the latest of the series of frescos in the 
Upper Church of Assisi. In the ceilings of the Lower Church, 
knowm and admitted to be by him, they are to be discerned, in 
conjunction with a greater facility of hand, and better study of 
nature. Eor, as will be noted hereafter, Giotto improved with 
every year of his artistic life, till he reached the zenith of his power 
in the frescoes of the Peruzzi Chapel at Florence. But, in one 

1 [It has been thought by many criti(S that^ Giotto was a^t^ in the 
painting of these allegories by some unknown painters whose work is clearly 
visible there. Of, Venturi, vol. v., pp. 476-486.] 

® “ Lie Kunst, den gegebenen Raum mit dem bestimmten Gegenstand 
auf eine angemessene und schone Weise auszufiillen, gehort \nelleicht mit 
zu den erhebhehsten Verdiensten Giotto’s.” Forster, KunsMaU, No. 8, 
an. 1834. 

® This applies particularly to the fresco No. 26. 
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direction particularly, the progress of Giotto was more remarkable 
than in any other. In the frescoes of the Upper Church at Assisi 
his drawing is slightly hard, his figures tall and slender, his colour 
cold in general tones, somewhat raw and ill fused. In the ceilings 
of the Lower Church the figures gained better proportions, more 
nature and repose. The extremities were less defective and more 
in accord vutli the rest of the person. The whole in fact gained 
harmony. The feeling for action vehemently expressed made 
place for a quieter and truer movement. The outlines, no longer 
hard, determined the forms with greater accuracy. The draperies 
were reduced to the simplest expression by the rejection, even to 
a fault, of every superfluous or useless fold. A spacious mass of 
light and shade imparted to the form a relief and rotundity which 
had long been absent. The system of colouring underwent a 
considerable change, and whilst it gained in breadth of modelling 
and fusion, preserved a hghtness and clearness equally new and 
remarkable. The general undertone, instead of being of a darlc 
verde, was laid on in light grey. Over it warm colour, glazed with 
rosy and transparent tints, gave clearness to the flesh. The high 
lights were carefully stippled and fused without altering the general 
breadth of the masses. Giotto, in fact, founded a new law of 
colour, and entitled the Florentine school to assert its supremacy 
in this respect. In a regular and ever progressing sequence, Giotto, 
Orcagna, Masolino, Angelico, and Masaccio, and at last Fra Barto- 
lommeo and Andrea del Sarto, carried the art of colouring in fresco 
to perfection. Raphael, though he surpassed all others in most 
qualities of art, remained behind the pure Tuscan school in this ; 
whilst in the quality of chiaroscuro the master of all in the sixteenth 
century was Correggio. In the hands of Giotto, art in the Peninsula 
became entitled for the first time to the name of Italian,^ for in 
composition, form, design, expression, and colour, he gave it one 
uniform stamp of originality in progress, an universal harmony 
of improvement.^ To Cimabue, Giotto owed certain peculiarities 

^ “ Tu vedi/’ says Cesare Guasti [OpiLscolij uhi sup,, p. 5), “ per la 
mano di Giotto sostituirsi nuovi tipi, che volentieri chiamero nazionali alle 
maniere de’ Bizantini, in tanto che la barbarie del feudalismo cedeva alia 
costituzione dei Comiird ; e dal rozzo latino svolgevasi la bella lingua 
d^ItaJia.” 

^ ‘‘ Arrec6,” says Ghiberti very truly (comm, in Vasari, vol. i., p. xviii.), 
“ Tarte naturale e la gentilezza con essa, non uscendo delle misure.*' “ Niima 
cosa,” says Boccaccio in the Novella, No. 5 of the sixth day {Decam., 
London 1774, 12mo, vol. iii., p. 499), “ daUa natura . . . fh che egli eon lo 
stile e eon la penna e col penello non dipignesse si simile a quella, che non 
simile, anzi pin tosto dessa paresse; intantoehe molte volte nelle cose da 
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of form. As in the first one may trace, in the altarpiece of the 
Rucellai, the change from open gazing eyes to long closed lids and 
an elliptical iris, a reaction from one extreme to another, so in the 
second the maintenance of this reaetion may be observed. But 
although this feature descended generally to almost all the 
Giottesques, the master himself in his maturity seemed inclined 
to correct it. Again, as regards colour, Cimabue, with his light 
clear tones, seemed to protest in the liveliest manner against the 
dark mapped-out tints of his predecessors, by a tendency to pale- 
ness which touched the opposite extreme. Giotto also sometimes 
gave paleness to his flesh tones ; but the reaction is probably more 
sensible at the present day than in Cimabue’s or Giotto’s own 
time, in consequence of the disappearance of those light glazes 
which heightened the general tone and gave it warmth and life. 
In judging of Giotto’s w^orks it must never be forgotten that he is 
a painter of the thirteenth century, from whom it would be vain 
to expect the perfection of the sixteenth. But taking into con- 
sideration the age in which he lived, and more particularly the 
allegories of Assisi, it will be seen that his works will justify even 
more than the general praise awarded to them. To close this 
theme the reader may peruse the following : 

In the first allegory, Poverty was represented by Giotto as a lean 
and physically sufiering person, dressed in a long patched robe, torn 
so as to expose a breast, of which the anatomy was fairly rendered. 
Long neglected hair confined beneath a white drapery, bound round 
the head with a yellow and gold cincture, enclosed a face worn by toil 
and pain, but still smiling. S. Francis, in ecstasy, as he accepted the 
ring, admirably rendered the poet’s thoughts : 

La lor Concordia e lor lieti sembtarUi 

Amore e maraviglia e ddee sguardo 

Facean esser cajion de’ pensieF santi. 

and in the glance of the saint the soft look of sacred love was ex- 
pressed. No painter had as yet so well contrasted the soft and 
youthful but healthy forms of an afiectionate boy, all overflowing with 
charity, as he surrenders his dress to the poor, and those of the more 
mature adolescent, richly clad, but of hard and vulgar features, grinning 
maliciously, as he indecently gesticulates to naark his preference for 
mundane pleasures. Rigid decorum may object to the grossness of 
certain actions; but decorum was variously conceived in various 

lui fatte, si tniova, che il visivo senso degli uomini vi pr^ errore, quello 
credendo esser vero che era dipinto.” A poetic exaggeration, but showing 
the enthusiasm of a great admirer. 
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ages, and even now is judged according to different standards by 
divers nations. We do not tolerate the coarseness of our forefathers, 
and modern dramatists or poets are not allowed the liberty of Shake- 
speare or of Dante.^ Signification, individuahty, and firmness of 
intention were thus prominent qualities in Giotto ; and this was fully 
illustrated in the various movements and expressions of the flagellator 
in the allegory of Chastity. These figures, repeated in various phases 
of the action, unmistakably expressed the stern sense of duty, where 
the novices are received by S. Francis ; expectation, where penitence 
is about to be administered ; calm repose, where the punishment has 
been indicted. Everywhere, the movement was resolute and un- 
hesitating. It would have been difficult to express more insinuating 
kindliness, or gentleness, than Giotto gave to S. Francis welcoming 
the aspirants to the order. In his noble and youthful form and 
features a certain inspiration was apparent, but no material affectation 
of maceration or suffering. A soft and modest confidence, a ready 
but dignified action, marked his motion. Again in the allegory of 
S. Francis in Glory, ecstasy and triumph were delineated in the regular 
features. Amongst the angels around him some were marked by that 
weighty and masculine character pecuhar to the school of Florence ; 
whilst in those which adorned the other frescoes a more feminine, a 
softer character prevailed. It was, however, from the former that 
the powerful character of Ghirlandaio and Michael Angelo was after- 
wards developed. The nude in the penitent and the figure of ‘‘ Lust ’’ 
in the allegory of Chastity, and in the hybrid of the allegory of Obedience, 
was not as yet rendered as Giotto afterwards dehneated it ; but it 
was carried out in a manner appropriate to the general character of 
the rest of the work, and in accordance with the laws of proportion. 
The drawing and form were in fact subordinate to a general idea, and 
Giotto evidently cared more for the whole than for the parts. An 
arm, as he painted it, might stiff be wanting in the anatomical form 
of the muscles, in the completeness of its details ; it was never defective 
in the action of the limb itself. The function which he desired to 
express was therefore always evident ; nor is it doubtful that it was 
better in an age rude as that of Giotto stiff was, to sacrifice details to 
the mass, the proportion, and the action. 

Thus Giotto before the close of the thirteenth century became 
eminent as a composer, a designer, and a colourist, and united at 
a common level all the qualities which constitute the universal 
genius of the artist. Art after him became divided. Some clung 
to the more special aim of developing form, and in this were at 
first not very successful ; others chose colour or relief, others again 
sunk themselves in a search for accessories or detail. None took 

^ Mark in Dante the parage in which Lucifer blows a trumpet in a 
manner equally new and startling. 
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up art in all its branches where Giotto left it. His pupils had 
neither their master’s genius, nor his talent ; and art therefore 
dechned in their hands, tiU in the fifteenth century it verged towards 
naturalism. Tlien Ghiiiandaio supervened, who gathered together 
and concentrated in himself most of the various branches of its 
progress. It was reserved for Raphael at last to perfect it in all 
its parts, and bring it to a high general level similar in comparison 
to that upon which it rested at the death of Giotto. Italian art 
may therefore be said to remain confined within three great names, 
those of Giotto, Ghirlandaio, and Raphael ; yet it must be under- 
stood that the great merit of many intermediate artists contributed, 
each in its measure, to this general result. 

Giotto executed for the Lower Church of Assisi other frescoes 
than those of the central ceiling. The scenes from the life of the 
Saviour and of S. Francis in the southern transept exhibit not 
merely the character of a w^ork of the rise of the fourteenth century, 
but the development and perfection of Giotto’s manner. These 
frescoes have been assigned by Rumohr to Giovamii da Milano,^ 
in accordance with a very arbitrary reading of Vasari. It is quite 
true that the biographer says of Giovanod, that in Assisi “ he painted 
the tribune of the high altar, where he executed the Crucifixion, 
the Virgin, and Santa Chiara, and, on the faces and sides, scenes 
of the life of the Virgin ; ^ but the frescoes of the south transept 
are evidently not those meant by Vasari, firstly, because the tribune 
of the high altar is not the transept, and secondly, because the 
subjects in the transept are different from those given by the 
biographer. These cover the east and w^est wall in three courses, 
beginning at the top of the latter with the Birth of Christ and the 
Salutation, and continuing with the Adoration of the Magi, the 
Presentation in the Temple, and the Crucifixion. On the east face 
are, in similar order, the Flight into Egypt, the Massacre of the 
Innocents, Christ in the Temple, Christ taken home by his Parents, 
the miracle of the Resurrection of a Child of the Spini family, an 
effigy of S. Francis by the side of a skeleton of Death, and above 
the lunette of a door, a half figure of the Saviour. All these sub- 
jects were divided from each other by painted architectural orna- 
ment, interrupted by smafi figures of prophets, on gold ground, 
and miniature allegories. 

^ Rumoue (ubi sup., vol. ii., p. 87), who thiis contradicts the positive 
statement of Ghibeeti {cofn. 2 in Vasaei, vol. i., p. xviii.), “ Dipinse nolle 
chiesa di Asciesi quasi tutta la parte di sotto.” 

2 Vasaei, vol. ii., p. 120. 
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In the Birth of the Saviour, which is perhaps composed with 
too much symmetry, there is a soft and unworldly repose which is 
charming. 

The Virgin smiles as she lies on the couch holding the swaddled 
Infant in her arms ; a double choir of angels sings canticles in the air 
of the hut, at the bottom of which the ox and the ass ruminate. 
Another double choir sings praises about the roof, which is cleft in 
the centre by a ray from heaven. An angel, fl5dng down to the right, 
apprises two shepherds of the birth of the Saviour, and the soft ex- 
pression and quiet aerial motion of the messengers contrasts admirably 
with the energetic attitude, the surprise of the pastor whose flock 
treads the foreground. S. Joseph, pensive as in the old typical com- 
positions, sits in the left-hand corner of the picture with his head 
on his left hand. In the centre front is the usual group of nurses 
preparing to wash the Infant. 

The improvement wrought in this composition is evident, if 
it be compared with the confused and scattered one of the Upper 
Church. The Salutation is a composition of the severest artistic 
metre, simple, and marked with a religious sentiment akin to that 
of the Angelico. 

In it the painter imagined the human form of a tall and slender 
shape. The Virgin, in the Adoration, sits in front of a portico apper- 
taining to a vast palace, guarded at each side by an angel, one of 
whom already holds the ofering of the oldest of the Magi. One of 
these, kneeling, kisses the foot of the infant Saviour, whose tiny hand 
is imposed on his head in token of blessing. To the left are two Magi, 
one of them removing his mantle that he may more reverently appear 
in the sacred presence, whilst the other holds a cornucopia. Be hin d 
stand the suite and two camels. 

This subject was never painted with more feeling, more naturally 
or beautifully composed than here. A supreme sense of religious 
decorum and repose prevails in the weU-proportioned, dignified, 
and softly animated figures ; and it is impossible but that Angelico, 
in whom the utmost religious feeling of his time was represented, 
should have studied here, and with fruit. The Presentation in 
the Temple is a very animated composition of five figures in a 
beautiful groined interior. 

The moment chosen is that in which Simeon has just taken the 
Saviour from the hands of the Virgin and looks up to heaven. The 
figure of the Saviour in the Crucifixion is of a noble type and form, with 
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both, feet superposed, as now became the habit of Italian painters, 
simply designed and of good proportions- The angels about the Cross 
still vehemently express their grief, some Holding their cheeks, others 
tearing the tunics from their breasts. One receives in a cup the blood 
from the lance wound ; at the foot of the Cross is the Magdalen ; ^ at 
its left side S. John and the Maries supporting the swooning Virgin ; 
to the right S. Francis and other monks of the order, and a more 
distant group of figures complete the picture. In the face of the 
Saviour all absence of contortion or grimace, no bleeding wounds from 
a crown of thorns ; in the general outline of the fonns, great simplicity 
and flexibihty, make the figure a startling contrast with previoim 
attempts to reproduce this subject. S. John, looking up, wrings liis 
hands in grief. A female beliind him looks up likewise, and shows her 
despair by throwing back her arms and shoulders. A second, still 
more in rear, holds her arms as though surprised. Consummate skill 
is in fact displayed in expressing various forms and phases of grief or 
passion. The Virgin, senseless, is raised up under the arm by one of 
the Maries, and supported by the two others at each side of her. It 
is a group full of truthful nature, of movements feminine, and forms 
suiting the general action. Amongst the bystanders on the right, 
two reasoning with each other, one tearing his l^rd, others angry 
and turning away, express the variety of the feelings which animate 
their souls. With this, grand lines of composition, religious feeling, 
and features of a noble tjrpe combine to fetter the attention of the 
beholder. The Flight into Egypt is most simply arranged, and one 
of the most beautiful representations of this incident. S. Joseph, 
with a pilgrim’s stafi and gourd, leads the ass upon which the Virgin 
rides, carrying the infant Saviour in the drapery of her mantle ; a 
youth pushes the ass along from behind, whilst an old woman follows 
with a load on her head, supporting her stc]^ with a stick. In the 
distance, castles and hills and two angels guide the way. The lines 
of this composition are simple, the figure of the Virgin elegant and 
graceful, that of the old woman with the load classic and remin^cent 
of the antique. Again the religious sentiment of Angelico rises m the 
mind of the spectator ; whilst he recognis^ in the form and action of 
the ass the universahty of Giotto’s genius. In the groups of the 
Massacre of the Innocents, fertility of imagmation, versatility m 
expression, and energy in action are found combined with an absence 
of concentration. Three women on the left, one of whom weeps over 
the body of her child on her lap, whilst another kisses a Httle corpse, 
and a third rends her clothes, remind the spectator of similar concep- 
tions in Raphael. In the foreground to the right, a woman famting 
in the arms of a soldier contrasts with another of these executioners 
seizing and threatening with his sword an infant whose mother strives 
to elude his grasp. In a tower, Herod orders the massacre. The 
whole scene, though varied, is confused. Wonder and dislike are well 
depicted in the fac^ of the doctors disputing with the youthful Saviour 
in the middle of the temple. In the Return, S. Joseph keeps a firm hold 
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of the Saviour for fear He should be lost. A majestic half length ‘of 
the Redeemer is in the vaulting of the door. 

To the right of the door S. Francis, in full front, points to a 
crowmed skeleton of Death, in which a much deeper study of 
anatomy is revealed than has ever been conceded to Giotto. It 
is evident, indeed, from this example alone that the great artist 
had a fair knowledge of the proportion and conformation of the 
human frame, of the bones and their articulations. It may even 
be affirmed that he carried this study further than artists of a 
later time. When, for instance, Luca Signorelli painted the 
skeletons in the Duomo of Orvieto, his art extended to give to 
the frame and hmbs impetuosity of movement. The forms of 
the bones were sometimes exaggerated so as to become false. 
Signorelli therefore, great as he unquestionably appears, had, to a 
certain extent, a false language of art which contrasts with the 
true and simple one of Giotto. It cannot surprise the spectator ^ 
therefore, that Giotto should be able in reproducing nude form, 
as it is manifest that he was scientifically certain of the position 
of the human bones and muscles. 

The miracle of the Resurrection of the child of the Spini family 
is barbarously cut down by the work of an orchestra built for 
the use of the choral singers in the church,^ The left side of 
the composition is thus absent.^ 

In the centre of a group of women, formed in a circle round him, 
is S. Francis looking up, as if inspired, to heaven, and raising with his 
arms the fallen child. By his side is a kneeling monk. Anxiety, 
curiosity, smiling ^confidence may be traced in the faces of kneehng 
females, all enveloped in beautifully simple white draperies. One 
of these, immediately behind S. Francis, looks at the infant with an 
anxious tenderness which reveals the mother. Her hands are joined 
in prayer. Around this first kneeling circle, a second, of males, 
upright, in various attitudes, expresses thanksgiving in some, hope in 
others. Of those to the right of the principal group some are friars, 
one of whom looks up to heaven and seems to perceive the form of 
S. Francis, of which traces remain as well as of an angel. 

For just proportion, for ampleness and spacious masses of 
drapery, and foreshortening of folds, it would be difficult to find 

^ [Tliis has now been removed.] 

^ fee l^s of the falling child also remain, tho whole scene being laid 
in the space in front of a convent, out of which the monks appear to have 
issued. 
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a finer example than is afforded by the foreground figures of this 
fresco.^ The heads are enveloped in their mantles with elegance 
and art. Some of the profiles are full of expression, and evince 
much dehcacy of feeling. In the softness of some, or the masculine 
nature of others, as much versatility is shovm, as, in the rendering 
of forms such as those of neck and breast, arms and hands, true 
elegance and beauty of shape are attained. Nor were the figures, 
crowded as they are together, without that relief which keeps them 
in the place they are intended to occupy. The quality which 
became so conspicuous in Masaccio is indeed already apparent, 
and Giotto manifests a due sense of the importance of aerial per- 
spective. This result he attained by great breadth of modelling, 
giving rotundity by relief without darkness of shadow. The 
colour is clear, light, well fused, and laid on with the greatest 
dexterity of hand. True harmony is attained in the tones of 
drapery. The outlines are firm and easy, and the practised mani- 
pulation exhibits a marked advance upon that of the ceilings. 
It is difficult to conceive who else than Giotto could have executed 
this fine series of frescoes ; nor is there one amongst Giotto’s 
followers, who inherited the maxims of his art, that could have 
developed them as they are here conspicuous.^ 

Whether Giotto more than once visited Assisi is difficult to 
say ; but these frescoes were without a doubt produced after 
the ceilings of the Lower Church. That he w^as already a master, 
and that he w^as aided by numerous apprentices, is probable. Yet 
it would be presumptuous to affirm which of his pupils assisted 
him in this or that fresco. It is sufficient to express the con- 
viction that these w^orks, only less vigorous and dramatic than 
those of the Arena at Padua, are stamped with the qualities of 
Giotto’s earher time, and with a simplicity and religious sentiment 
peculiar only to himself. They cannot be productions of one 
who, like Giovanni da Milano, rose out of the school of the Gaddi, 

^ A fragment from the border of the fresco, No. 29 of M. Ramboiix’s 
collection, at Cologne is called by him in error “ Sancta Paupertas.” M. 
Ramboux purchased it from Sign. Cavcdior Frondini. It was a head in 
the rib ornament just above the fresco under notice. Veiled in white round 
the chin it has a flame issuing from the ornament in the hair. 

2 Some parts have been retouched ; but the methods of Giotto are very 
manifest. Here are the same touch and manipulation on a highly polished 
surface as in the Dance of the Daughter of Heredias at S. and the 

allegories of Virtue and Vice at the Scrovegni of Padua. Regret at the 
loss of the sequel of these scenes from the Frmciscfim. miracle is unavailing ; 
but who will not deplore the barbsurism which consented to the destruction 
of the sides of the choir for the sake of erecting an orchestra ? 
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a school which, under Taddeo, had already fallen below the standard 
of the master. In a general sense it may be admitted that, where 
tall and slender figures are produced, as in the fresco of the Saluta- 
tion, Taddeo Gaddi was the assistant of Giotto at Assisi, but 
Giovanni da Milano, a painter of the close of the fourteenth century, 
is out of the question. 

Modern research has not as yet elicited much as to the chrono- 
logical sequence of Giotto’s works. It would therefore be vain 
to class them otherwise than according to the general law of progress 
in style. There is reason to believe, not only from the natural 
working of this law, but from a certain concord of historical facts, 
that Giotto painted in Rome between 1298 and 1300. Not only 
are his pictures there marked by great resemblance with those 
of the ceiling of the Lower Church at Assisi, but they were executed 
for one who is historically proved to have been his patron and 
protector. Gaetano Jacopo Stefaneschi, nephew of Boniface VIII., 
received a cardinal’s hat on the 17th of December 1295, with the 
title of S. Giorgio in Velabro.^ The tribune of the church of that 
name was, it is said, painted by Giotto ; at his request, and for 
S. Peter’s, of which he was a canon, he ordered a mosaic ^ repre- 
senting S. Peter and his companions rescued from the storm.® 
The chapel of SS. Giorgio e Lorenzo in S. Peter’s was built by him, 
and was destined to be his burial place in 1343. He was the 
author of various manuscripts, of which some, adorned with 
miniatures by Giotto, may still exist in the library of the Vatican ; 
and he commissioned of the Florentine a ciborium for which he 
paid 800 florins of gold. 

A mosaic is preserved in the portico of S. Peter’s at Rome 
representing Christ saving Peter from the waves, whilst in the 
background a ship manned by the apostles struggles with the 
winds, allegorically represented in the clouds. Other figures, 
four in number, look down from heaven on each side of the com- 
position. Stefaneschi in prayer shows his head and shoulders in 
the right corner of the picture, whilst on the left an angler fishes 

1 See for this and subsequent statements in elucidation of the life of 
Stefaneschi and his conuection with Giotto, Moroite (Gaetano), Dizion- 
ario, and Cardella (Lorenzo), Parroco di S. Vincenzo, Mem. Storic. c?e’ 
Gardinali. 

2 Vasari, vol. i., p. 322, and also Ghiberti, com. 2, in Vasari, vol. i., 
p. xviii. 

® See the original obituary published in Canoelliebi (de Secretariia 
Veteria Bmilicce Vaticcmce, p. S63), in which the authorship of Giotto and the 
price are given. 
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in the '\vater.^ Cardinal Stefaneschi is said by one historian to 
have given Giotto for this subject the sum of 2200 florins. The 
mosaic has been so extensively altered and restored, that it is 
difficult to fix the time of its execution or the hand which produced 
it. Still, when closely considered, a part representing the vessel 
and the crew has the character of a work of the thirteenth century, 
and something of the manner of Giotto. A register preserve in 
the Vatican contains indeed, according to Baldinucci ^ and others, 
a record from which it appears that this mosaic was executed by 
Giotto in 1298. A more certain and satisfactory example of his 
manner is a series of three panels painted on both sides, now" in the 
sacristy of the canons of S. Peter, with three panels evidently 
forming part of the predella upon which the principal ones rested.^ 
This is no doubt the ciborium ^ of Cardinal Stefaneschi. The form 
in which the panels stood may be assumed from the representation 
of them in miniature in the hand of a bishop, kneeling before a 
majestic figure of S. Peter on the altarpiece itself ; and with, this 
primitive model it might have been easy to replace the separate 
parts in their original situation. On one side, Giotto represented, 
in the central panel, the Redeemer enthroned in the act of bene- 
diction, and holding the book,^ with a choir of angels in ranks 
above each other at His sides,® and a kneeling figure of Cardinal 
Stefaneschi in prayer at the foot of the throne.*^ The cardinal’s 
hat on the mosaic floor in front of him indicates that he had already 
attained the highest dignity but one which the Church confers.® 

^ Albebtini (Fbakcesco) in Opusculum de Mirdb-ilibus Nove et Veieri$ 
Urbia Bomce (8vo, Rome), p. 54, a work published in 1510, notices tiiis mosaic 
as being then under the portico of S. Peter. The angler was restored by 
Marcello Provenzale and by Orazio Msoietti, under the direction of Bernini. 
See note to Vasabi, vol. i., p. 323. We may add that the Saviour and S. 
Peter, the cardinal and the two figures of the winds, were also restored, whilst 
the four saints above are obviously modem additions. 

® BAiiDENTTOCi (F.) (Milan, 1811), Operc, voL iv., p. 132. 

® This work is evidently that referred to by Ghi}:>erti, com, 2, vol. i. 
of Vasabi, p. xviii. 

* [Forming a triptych.] 

® The Redeemer wears a blue mantle embroidered with white flowers, 
lined with white, embroidered with gold flowers. 

* There are eight angels at each side. 

’ Stefaneschi is deeded in blue and wears a purple mantle. He s^ms 
aged about fifty. 

8 Of this picture Canoeixiebi {iibi sup.) says: “ Ad ejus pedes (Sospta- 
toris nostri) provolutum Cardinalem Jacobum .Caietani de Stefane^is . . . 
qui Dcoo. Florenor, sumptu . . . hujus modi tabulas a Jotto depingendas 
curavit,” p. 1464. The Saviour sits imder a trefoil gable, in the key of 
which is a half figure of the Eternal with the orb and keys, and a two-edged 
sword issuing from His mouth ; whilst in the angles of the trefoil two 
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The principle, according to which the Redeemer should express 
the superior majesty of His presence by proportions vastly superior 
to those of His guardian angels, ministers, and worshippers, was 
earned out to the letter in this picture, where, to symmetrical 
form and regular proportions, a certain immobiUty in the attitude, 
and in the expression of the mouth and eyes was maintained. It 
was an attempt, perhaps at the prayer of the patron, to preserve 
a traditional idea and type respectable at least for its age ; but, 
even under these conditions, Giotto was not unable to impart a 
certain elegance of outline to the holy effigy. In the angels, which 
were placed, according to the plan of Cimabue, in rows, the formality 
of the arrangement was mitigated by a fair choice of form, great 
diversity of character, and justness of proportion, and a feeling of 
fervent adoration. The religious sentiment of which Giotto was 
so great an exponent, was indeed rendered with the utmost success 
in the foremost figure of an angel, kneeling by the side of the 
throne, opposite to the donor. 

The panel immediately to the left is devoted to the Martyrdom 
of S. Peter, in which the saint may be observed crucified with 
his head downwards in the centre of the space.^ 

Living and serenely looking out into space in spite of his agony, 
S. Peter’s features, though somewhat swollen, are true to the type 
preserved in the traditions of the Church. His well-proportioned 
forms are animated, full of hfe and elasticity. The nude, indeed, is 
here rendered with an intelligence surprising, if one considers the 
period. Not only are the parts divided according to rules which 
Michael Angelo laid down with authority in the sixteenth century, 
but the articulations and the muscles occupy their natural places. 
Even the external outlines showing the flexibility of the flesh and 
its adherence to the muscles and joints, the play of the parts about 
the neck and collar-bone are analysed with precision. Admitted, 
indeed, that something may be wanting to perfect detail of anatomy, 
still in general all is correct.^ The only indication of suffering which 
Giotto ventured upon, was the contraction of the toes and muscles 
of the feet nailed separately to a cross board. A female, emulating 

medallions of prophets are depicted. The Eternal wears a gold tunic and 
belt and a blue mantle. In each pilaster, supporting the gable, a beautiful 
ornament is interrupted at equal intervals by three figures of Saints and 
Evangelists. This panel has suffered from cleaning, but not from restoring. 
Some heads, particularly those of the uppermost angels, have lost colour 
by rubbing. 

^ According to the legend, he was so crucified at his own request. Vide 
cap. Ixxxix. of the Legenda Aurea, 

^ One may discern that Giotto intended to depict the frame and flesh 
of a man advanced in years. 
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the grief of the Magdalen grasps the foot of the instrument of death, 
whilst behind and in front of her, a noble group of women and a child 
wail over the tortured saint in the most varie<I yet chastened attitudes 
and expressions^ 

On the panel to the right, the Martyrdom of S. Paul is painted 
with great power and with novel richness of fancy. 

The body still kneels in prayer though headless. On the ground 
lies the nimbed head, whilst in front the executioner with grief in his 
features restores his sword to the scabbard. More nature or truth in 
the expression of pain and lamentation could not have been given 
than is depicted in the faces of the two women, bending over and 
kneeling before the trunk of the fallen saint, or in that of a man con- 
templating in despair the consummation of the sacrifice. Groups of 
soldiers on each side with shields, lances, and banners, one blowing 
the trumpet on the right, balance the composition 

On the back of these panels S. Peter sits enthroned in pontificals, 
in the centre, holding the keys and giving his blessing. He also 
surpasses in size the two angels w’ho majestically stand at each 
side of him, and the tw^o bishops with their guardian saints kneeling 
in front to his right and left.^ On the panels at each side, w^hich 

1 One of these, seen from behind, throws back her arms with a motion 
which is so often repeated in Giotto’s pictures that it was evidently a 
favourite with him. It may be seen in the Crucifixion at Assisi (Lower 
Church), in the Scrovegni Piei^, but in both with more vehemence of passion 
than here. On both sides, soldiers on foot and horseback are grouped round 
the principal figure. In rear of the women, to the left of the saint, one 
with the face of Nero holds a hammer in his hand. Two pyramidal towers 
form the background on each side, and above the Cross, two angels come 
flying downwards to comfort the tortured saint, one of aged features holding 
an open book, another clasping its hands, both in fine draperies flying in the 
wind. In the upper space of the trefoil, S. Peter winged may be seen kneel- 
ing on a cloud as he is carried to heaven by angels. In the point of the 
gable, Abraham wields the sword against his son Isaac ; in the sides of the 
trefoil two medallions of prophets, and in the pilasters figures of saints as 
before, complete the ensemble of a panel in which the dramatic power of 
Giotto is developed. The six saints in the pilasters are efcdmirable for move- 
ment and expression. 

2 One on the left, looking up, ^es two angels darting down from heaven 
and majestically clasping their hands in desolation. In the upper space, 
S. Paul winged, on a cloud, is carried to heaven, and his mantle, cast down 
from the sky, falls towards a figure on a hill in the landscape distance, whose 
hands are raised to receive it. The laraditional type of S. Paul is hero well 
maintained. Tlie points and pilasters are adorned like the others. 

® Tlie latter, in mitre and robes, is recommended by S. George, and is 
doubtless Cardinal Stefaneschi. Cancelliebi again says (ubi sup., p. 14Cl)y 
“A tergo prima tabula eonspicitur S. Petrus sedens, idemque cardinalis 
Cajetanus in genua pro volutus.’^ In his hands he holds a hexagonal ciborium, 
from which it may be inferred that the panels now under consideration were 
not, of old, back to back as at present. The former, also in mitre and robes. 
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like the central one are ornamented mth figures and medallions 
similar to those on the three other panels, are, to the right, standing, 
S. Andrew and S. John the Evangelist,^ to the left, S, James, ^ and 
S. Paul.^ The predehas here are three in number, and of these 
two are divided into five compartments each, in the first of which 
the Virgin and Child are enthroned between two angels, S. Peter 
and S. Andrew ; in the second are five standing apostles ; in the 
third are three busts of S. Lawrence and two other saints A The 
three remaining predellas are gone. Giotto gave to the Virgin a 
serious gravity, more like the old conventional type than usual ; 
yet he infused into this old form a certain freshness of aspect, 
whilst he imparted to the shape a better proportion than of old. 
His attentive observation of nature is illustrated by the beautiful 
infant Saviour, whose occupation is the usual childish one of sucking 
its tiny hand. No longer the grim Infant of moody expression, 
whose face contrasts by gloom with the idea of infancy, without 
really imparting that of supreme power, it is an earnest, simple 
babe.® Though time has dealt unkindly with this series of Giotto’s 
works, and parts have suffered damage, no restoring has taken 
place, and the student can fully instruct himself as to the manner 
of the greatest of the early Florentine masters. This ciborium 
alone would justify the assertion that Giotto was the founder of a 
school of colour, and that, in this respect, he was as great in pictures 
on wood as in fresco. Here, indeed, the same quahties of tone 
may be found, bs mark the wall paintings of Assisi ; the colour 

is honoured with a nimbus, holds up a book, and is introduced by a saint 
in a rich ecclesiastical habit. Individuality in the portraits, an "imposing 
gravity in the figure of S. Peter, a noble cast of features in the angels, mark 
this panel, which has been much blackened by time and damaged by a 
vertical split. The fallen colour exposes the primed parchment beaten into 
the gesso upon which Giotto painted. The pilasters of this panel are not 
ornamented with figures, but with mere arabesques. In the medallion at 
the top of the gable is an angel with a book and pointing witli Ms right hand. 
He wears a blue tunic and a golden belt. The marble foreground has lost 
its colour and xmder gesso. 

^ In the medallions at the points of the gables are a prophet and an 
angel. The figure of S. John is damaged and blackened. 

- The figure holding a book and staff is youthful and finely rendered. 

^ S. Paul carries the sword on his shoulders ; both this and the S, James 
stand in niches ; and above them is a figure of a prophet holding a scroll. 

* TMs part of the predella is damaged, and seems to have suffered from 
the lights on an altar. 

* In the vestments of the Madoima the drapery is grand. The angels, 
holding censers on each side, are in just motion ; and the deep religious 
feeling in their expression supplies the absence of any peculiar beauty, 

S. Peter, with liis well-known head, short grey beard, and austere features, 
was seldom presented in better character. Nor in the other figures of 
apostles was Giotto wanting in variety or propriety. 
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being transparent, and warm, but light, of a grey verde in the 
shadows, verging through warm ruddy semitones to lights super- 
posed with massive breadth, well defined, fused, and rounded. 
The draperies, in clear bright keys, are of charming soft harmonies, 
folded with an ease superior to that of previous examples, and most 
tastefully ornamented. 

No other work of Giotto has been preserved at Rome, except a 
fragment of a fresco in S. Giovanni in Laterano, representing Pope 
Boniface VIII. in full pontificals, at a balcony, announcing the 
opening of the Jubilee.^ Blackened by time and considerably 
retouched, this fresco has no longer any charm of colour; but it 
still reveals, on a close inspection, the great talent for portraiture, 
for delineating the human form and face in distinct and individual 
features, for proportion and mutual harmony, that characterised 
Giotto. It displays, besides, some progress in the art of drawing 
extremities and such features as the eyes, whose generalised shape 
evidently began at the opening of the fourteenth century to form 
a more special study on the part of the master. But this fresco 
is further of interest as it confiirms the belief that Giotto was still 
at Rome after the proclamation of the Jubilee of Tlie 

mighty influence of his genius upon the artists of the capital, and 
especially upon Pietro CavaUini, the readiness with which the 
latter adapted his style to that of the Florentine, will not have 
been forgotten. Cardinal Stefaneschi, who had employed Giotto, 
also protected CavaUini ; and the fresco of the apsis of S. Giorgio 
in Velabro, vdth the mosaics of S. Paolo fuori le Mura, still prove 
the influence which he vdelded.^ 

The career of Giotto now became more intimately connected 
with that of his native country. Leaving Rome, he returned to 
Florence at a critical period of her history,^ After a long and 

^ Two clerical persons on his right and left stand likewise at the balcony ; 
one of whom exliibits a scroll on which are the words “ BONiFAcnTS episoopus/' 
On the right stands a fourth figure- The arms of the Orsini are embroidered 
on a green cloth hanging over the balcony ; and the announcement of the 
Jubilee is engraved in an inscription below. 

® At Rome, according to Gliiberti and Vasari. Giotto painted several 
frescoes in S. Peter (Ghiberti, com. 2, vol. i., of Vasari, p. xviii. ; Vasari, 
vol. i., p. 32S), and, in the church of the Minerva, a Crucifix in tempera. 
These have perished, but in the latter church is a wooden crucifix assigned 
for no imaginable reason to Giotto. 

^ [See supra, p. S9, note 3.] 

* The earliest works of Giotto in Florence, according to Vasari (vol. i., 
pp. 311, 312), were in the Badia. But the Virgin Annunciate, which be 
describes there, is by Lorenzo Monaco, and the picture of the high altar 
is lost. 



218 HISTORY OF PAINTING IN ITALY 

frequently doubtful straggle, that republic had finally asserted her 
superiority in Italy. Feared by her enemies and therefore respected 
abroad, she might have enjoyed in peace the fruits of her success, 
and extended her influence by means of her great wealth and 
activity, but for the mischance common in such States, that no 
sooner is the outer enemy reduced, than the union which produced 
that result is broken by the jealousies of faction. The struggles 
of the Cerchi and Donati, or of the “ Whites ’’ and “ Blacks,” have 
exhausted the pens of chroniclers, and are the property of history. 
Nor is it intended that they should be dwelt upon here at any 
greater length than is necessary to elucidate the career of Giotto. 
The feud divided the city of Florence into two distinct camps. 
Corso Donati led the party of the Neri, Vieri de’ Cerchi that of the 
Bianchi, which had enrolled in its ranks the immortal Dante. 
The poet had had occasion, when at Rome for the Jubilee,^ to 
cultivate Giotto’s acquaintance,^ and during the short period which 
intervened between his return to Florence and the embassy to 
Pope Boniface VIII., which preceded his perpetual exile,® tliis 
acquaintance might have matured into friendship. It was there- 
fore about this time, no doubt, and between 1300 and April 1302, 
that Giotto painted the chapel of the Palace of the Podest^ or 
Bargello of Florence,^ and in it depicted one of the numerous 
incidents which illustrates the memorable feud of the ‘‘ Blacks ” 
and ‘‘Whites.” Neither the lessons which the pictures of this 
chapel were intended to convey, nor the presence in one of them 
of Dante, were sufficient to save the building from the hand of 
the whitewasher, or the suggestions of an ill-judged economy. 
The beautiful chapel of the Podesta, which had been preserved 
till after the period of Vasari,® was divided into two by the intro- 
duction of a false ceiling. The upper part became a prison, the 
lower a magazine, and the walls of both were whitewashed.® The 

^ Dante says himself in Canto xvin. of the Inferno^ v. 28 : 

Come i Romany per Veaercito molto, 

Vanno del Oiubbileo su per lo ponfe 
JSanno a pasaar la genie modo tolto . . . 

2 “Dante Ahghieri ccetano ed amico suo grandissimo.” Vasaiu, vol. i., 
p. 311. 

® The exile of Dante was pronoimced whilst he was at Rome on an 
embassy to Boniface VIII., AprU 1302. See Balboas Life and the historians 
generally. 

* Vasabi, vol. i., p. 311. Ghiberti (com. p. xix., in Vasari, vol. i.) 
calls the chapel CappeUa di S. M. Maddelena. 

* “H qu^e (Giotto) ritrasse, come oggi ancor si vede nella CappeUa del 
Polagio del Podesta” (Vasari, vol. i., p. 311). 

® Hiree promoters of art. Canon Moreni, Luigi Scotti, and Professor 
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false ceiling was subsequently removed and the chapel ^ completely 
cleared. The walls were then scraped with razors, and the frescoes 
rescued, though not without considerable damage. In the paint- 
ings of Giotto, thus restored, every charm of colour had disappeared. 
Nothing remained to please the eye. In many parts the composi- 
tions were mutilated, in others totally effaced ; yet in the remains, 
the conception and the drawing are preserved, and are of incal- 
culable value to the student of Giotto’s manner. 

Constructed in the form of a rectangular oblong on an area of 
936 feet, 2 and ornamented with a waggon roof, the chapel of the 
Podesta was entered through a door at one of the small ends, above 
which was a fresco of the Inferno. On the opposite side, the wall, 
hghted by a window, was adorned with a fresco of Paradise, and on 
the remaining spaces were incidents from the lives of the Magdalen 
and Mary of Egypt.^ 

Missirim, proposed in the present century the rescue of this interesting work 
of art; but the energy of Se 3 rmQur Kirkup and the willingne^ of an 
intelligent American, Mr. Henry Wild, and Mr. O. Bez 2 d first overcame the 
obstructiveness of the authorities. At their request Signor Marini promised 
to remove the whitewash for the sum of 240 Frane^eoni ; and the plan 
would have been carried out at their expense had not the Cav. Remirez 
di Montalvo and the Marquis Girolamo Baliati-Nerli ordered that tl>e work 
should be executed at the charge of the Tuscan treasury. 

^ The height of the chapel is 60 feet. 

2 About 36 feet by 26 feet. 

2 The long face to the right of the entrance is pierced with two windows. 
The frescoes are all high on the spaces, being distant at their base about 
1 1 feet from the groimd. The long face to the left is divided into a double 
course of four frescoes, commencing at the bottom, near the door, with a 
scene from the life of S. Mary of Egypt, and continuing with the Communion 
of the Saint, a scene from the life of Mary Magdalen and the “ Noli me tangere.” 
The only remains here visible are those of the M^dalen in part, and a 
portion of another figure holding a heart. Above in the same order, the 
Maries at the Sepulchre, a subject now destroyed, the Rosuirection of liazarus, 
and the Magdalen anointing the Feet of Christ. All these subjects are divided 
by a beautiful ornament, at the comers of which are lozenges containing 
half figures of angels. One of these, pouring water from a vase, is exces- 
sively graceful. On the opposite side, right and left of the window^ is a 
double course of single frescoes, representing the Dance of the Daughter of 
Herodias— -a subject now almost effaced, the Miracle of the Mc^hant of 
Marseilles, and an episode now obliterated. Betw^n the two windows, a 
winged angel, with a pahn and book, is depicted, at the foot of which, on 
a scroll, was an inscription now illegible, below which, on a bord^, another 
inscription was placed, of which the words “ hoc opus ...” still remain. 
In the sides of the windows are painted shields of arms, and roses; and 
in the key of one, a head of the Saviour. The vaulted ceiling is divided 
into four parts, framed in the same omam^t as the rest, intermpted by 
lozenges in which figures of angels, now almost gone, were depicted. In 
the centre, the Lamb stands on an altar sup^rted by two hippogriffs, and 
aroimd it are the symbols of the Four Evang^iste. The ceiling was painted 
blue with gold star^ but is now white, the blue having fallen out. In one 
of the lozenges is still an angel holding a censer. 
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Gianozzo Manetti, in his Specimen Historice, Filippo ViUani, 
and Vasari concur in stating that the chapel was painted by Giotto, 
and that in it were portraits of Dante Alighieri, Brunette Latini, 
and Corso Donati. Villani adds that Giotto’s own portrait was 
there, executed by himself “ alio speccMoJ^ But this evidence is 
almost superfluous to any visitor of the chapel itself who is 
acquainted with the style of the master. 

In the first scene which adorns the side walls, S. Mary of Egypt 
kneels and receives the blessing of Bishop Zosimus enthroned in a 
church. Fragments of four other figures still remain.^ In the Com> 
munion, the Saint may be seen kneeling before Zosimus extending to 
her the wafer of the host and holding the cup. A figure on the right 
bears a taper.^ In the Noli me tangere ” the upper part of the 
Magdalen, the lower part of the Saviour remain,^ but from the move- 
ment of the former’s head and its longing glance, the beauty of the 
whole picture may be judged. The power of expression conveyed in 
this single head is indeed remarkable. Though totally devoid of 
colour, there is a feeling in the outlines and in the movements of the 
features and neck which creates a lively sense of regret at the loss of 
the remainder.^ Most of the composition in the Maries at the Sepulchre 
remains in outline only.^ A fine character and movement mark the 
Saviour in the Resurrection of Lazarus, whilst in the kneeling Mary 
and Martha, life and animation are pleasingly conveyed.® The 
outlines of the Magdalen, prostrate before Christ, who sits with Simon 
and another, whilst a servant brings in the meat, are all that remain 
of that composition.'^ Herod, a guest, and part of the dancing figure 
of Salome are the only pieces extant of a subject, of which another and 
more perfect example by Giotto may be seen in the Peruzzi Chapel 
at Santa Croce.® The miracle of the Merchant of Marseilles is better 

^ Two figures with tapers stand near the bishop. Their heads are 
obliterated. To the right of the kneehng figure two heads of angels are still 
preserved. Above, are vestiges of angels carTying a figure to heaven. 

2 The flesh tone of the kneeling female is gone, but the engraved lines 
of face, hands, and feet remain, whilst the rest of the figure is boldly laid 
in with a brush in red. It would seem indeed as if the lines had been en- 
graved with a style running over a lucid drawing. 

® Part of the sepulchre and distant ti-ees may still be seen. The usual 
preparation of verde beneath the flesh tints is revealed by the rubbing ofl 
of the colour. 

** The usual preparation of light verde is still visible. The forms are traced 
in red, and the hair, worked out in very fine hues, still preserves a fair warm 
yellow colour. The mantle, prepared in red, was evidently glazed over in blue. 

5 The chief part, indeed, of the Maries and sleeping soldiers is oblite- 
rated ; but the form of the angel, sitting on the sepulclire, is beautiful and 
noble in attitude. Part of the landscape distance is still visible. 

® The figure of Lazarus has vanish^. 

7 At the angle of this composition is an angel, bearing a lance, beautifully 
designed in a lozenge ornament. 

8 At the angle on this side also is a beautiful archangel, overcoming the 
demon, drawn in a lozenge. 
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preserved.^ A group of six figures, one of them kneeling, is drawn 
together at the feet of the recumbent female, near whom is the infant. 
In the distance is a ship labouring in a sea, and remains of a figure 
in the air.^ 

Tlie Inferno is, like the rest, discoloured ; but many figures 
are preserved, as they were boldly drawn in with red on the wall, 
and shadowed with a deeper tinge of the same colour. 

The Lucifer, colossal, stands in the centre of the space, and is 
conceived exactly in the form described by Dante in the thirty-fourth 
canto of the Inferno : 

0 quanto parve a me gran meraviglia 
Quaiulo vidi ire fac-ce aUa sua testa ! 

IjU7ui dmanziy e qucUa era vermiglia : 

Ualtre eran due, che s'aggiurujien a qaesta . . . 

Sotto ciascuna uscivan duo grand^ ali 
QuarUo si conveniva a tavf ucceUo : 

Vek di mar non vid'‘ io mai cciali. 

Non avean penne, ma di vispistreWj 
Era lor modo ; . . . . 

Da ogni bocca dirompea co^ denti 
Un peccatore, a guisa di maciuUa . - 

In his grasp two sinners, about his frame serpents, whose jaws crush 
the bodies of evildoers or gnaw at Lucifer himself, his hairy legs and 
claws resting on a prostrate body, crushol at the same time by two 
scaly monkeys ; — about him bodies chained or clubbed by demons, 
a centaur, and one holding his head in his hand. 

This Lucifer and the fantastic groups about iiim display the 
varied nature of Giotto’s studies and his comprehension of move- 
ment. Yet, as in Dante the imagery is often literal, and the 
contrasts terrestrial, so in Giotto, w^ho folio'wed the Dantesque idea, 
nothing more than a fantastic materialism was exhibited. In 
this, however, both poet and painter embodied the thought and 

^ As this is a subject frequently repeated in frescoes of the fourtemth 
century, it may be well to explain its meaning. A merchant of Marseilles, 
having promised to the vision of S. Mary Magdal^, that he would become 
a Christian and visit the Holy Land, if he should thus become blessed with 
children, saw his wish satisfied. Shortly afterwards, howev^, his wife died 
on a voyage, and was left with her new-born babe on a solitary rock. Two 
years after, the merchant returning to revisit the spot, foimd his child living 
by the ^de of its recumbent mother. 

2 The arms alone are preserved. 

3 Inferfw, Canto xxxrv., v. 38, and following. 
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traditions of older times ; and Lucifer reminds us of the Cerberus 
of antiquity.^ 

The Saviour in Glory, in the space opposite the Inferno, presides 
over the array of the hierarchy of the blessed, equally divided on 
each side of the window of the chapel. 


Little of the upper part has been preserved, but the lower afiords 
matter for most interesting studies, not merely because the figures 
have been in great part preserved, at least in outline, but because under 
the semblance of a Paradise, Giotto obviously embodies pictorially 
the transient peace which Cardinal d’Acquasparta, in the name of his 
master Boniface VIIL, imposed on the Florentines in the winter of 
1301.2 Uniting the two principal groups at each side by two figures 
of angels, now in part obhterated, which stood guard over the Hly of 
Florence,® he represented to the right of these, near the lower angle 
of the Avindow, the standing figure of a prince, wearing over the long 
hair of the Frenchmen of the period a coroneted cap. This youth, of 
somewhat disdainful glance, but of majestic mien, with his arms folded 
in ample sleeves,^ heads a procession of standing %ures, and seems too 
proud to imitate the kneehng posture of one in magistrate’s robes in 
front of him.® The look and dress of this youth, the crown on his head, 
reveal Charles of Valois,® the cousin of the King of Naples and Sicily, 
called to Florence by the arts of Corso Donati, and admitted as paci- 
ficator by the unwilling Florentines. Behind him stand Dante Ali- 
ghieri, Corso Donati, Brunetto Latini,*^ and a fourth person whose 
features have vanished. Behind these again, other dignitaries, in 
varied attitudes, and calm repose ; and in rows above them, the 
saints, male and female of the heavenly hierarchy, nimbed, crowned, 
bareheaded or draped ; marked by an elegant and graceful variety 

^ The colour of the fresco has fallen, without affecting the polish of the 
plaster surface, which still remains as smooth as ever. The outlines of the 
Lucifer are engraved in the plaster. The rest of the forms are firmly lined 
and shadowed with reddish-brown. Considered in reference to technical 
execution, this fresco reveals a mixture of two methods, huoii fresco and 
fresco retouched a secco. The knit of four great portions is still visible, on 
which it would seem that the outlines were in part engraved and part painted 
whilst the plaster was still wet. This part has been in a great measure pre- 
served. The colouring of the flesh and draperies, according to the old 
method, is that which has not resisted time, wlntewash, and restoring. 

Consult the historians of Florence, amongst them Scipio Ammieato, 
DeW Istorie Florentine, &c. (4to, Flor., 1600), p. 160. 

^ Now newly painted in. 

^ Part of the face has been lost. 

^ Great part of the head of tliis figure is gone. 

® Tempo vegg' io non molto dopo ancoi, 

Che tragge un altro Carlo fyor' di Francia, 

Per far conoscer meglio e sb e i suoi. 

Purgatorio, Canto xx., v. 70. 

^ Dante, certainly. The rest are conjectured to be the persons named. 
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of features, and expression, and though grave in mien, still full of life 
and nature.^ 

In the same order on the left side of the window, Giotto painted 
a Cardinal standing in prayer, evidently the Portuguese Matteo 
d’Acquasparta,^ in front of whom a magistrate of Florence kneels in 
prayer, exhibiting the profile of a face evidently taken from life, with 
a long aquiline nose and upper lip. At his side hangs a dagger, aiul 
beneath him his shield of arms.^ Behind Acquasparta, whe^se square 
and muscular build contrasts with the slenderer form of Charles of 
Valois, stands a procession of figures, grouped in the same order as those 
on the opposite side, and headed by a row of three, the hiiidermc^t 
of whom is in so far worthy of special remark as his face is not dis- 
similar from that of one in the frescoes of the Arena at Padua, generally 
considered to be Giotto himself.'^ 

The head of Dante corresponds in every sense to the well- 
known mask which has hitherto served as a model to artists of 
every age. The high and fair forehead, the regular curve of the 
brow, and somewhat deep sunken eye, the hooked nose, classic 
mouth and slightly pointed chin, are all equally characteristic. 
But this which was true w^hen the head was first rescued from 
whitewash, is much less so now’.* The profile has been taken up 
and revived, but the outline much enfeebled in the operation. 
A portion of the eye which w’as gone, including the greater part 
of the iris to the upper lid, has been, with a part, of the cheek, supplied 

1 These qualities will be admitted only after a close and criticjai observa- 
tion ; for some of the heads are in part dam^tsi, whilst many £yre quite 
obUtorated. 

2 In a rod cloak lined with white fur. Spots of the originfd red still re- 
mmiiing. The head-dress is in part effaced, and part of the bead gone. The 
face seems to have been t^md, and the nof^ is short. See a d^criptioii 

Ids tomb by on© of the Coemati. He died in 1304. 

® The arms on the shield are in a great measure oblitemted. 

* This figure, the most disfc^t of a row of three, close ^ Cardinal 
Acquasparta is that of a man about twmity-five years of having a Isroad 
forehead overshadowed by a cap, out of which stra^le a few hairs. A 
yellowish dr^s is fast at the neck by a small, short collar. His look is 
directed towards Dante on the opposite ®d© of tte window. At ite Arwa 
of Padua, in tho paradi^, in third rank of the bleesed, and ^oond from 
the left side of the picture, is a figure like this, hut more ^^ed. This figure 
at Padua is towiitionally honoured as of Giotto. This, Ik^wov^, and 
the similar one in the chap^ of the palace of tib© Poebsti have no 
to tho portrait of the p€^ter (so-calfed) at As^, but more to that which, 
a century alter his death, was executed for GKJtto’s monum^t in S. Mana 
Maggior© of Florence. 

^ To Mr. Seymour Kirkup is due merit of having taken an exact 
tracing of the head of D«mt© previous to the reeloralioiy With tills in band 
it was po^M© to <x>mpar© the restoration with the original, and detect the 
changes. Blr. Kirkup^ bracing has adso been puMidbed by the Anmdel 
Society. 
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anew by tho restorer. No care or trouble can, indeed, ever secure 
an exact similarity of tone between old and new colour, the latter 
tending to continual change, whilst the former remains compara- 
tively fix«xi ; but here it would seem not only that the vacant space 
has been filled up, but that an attempt has been made to harmonise 
the new with the old by glazing and touching up the latter. The 
result is a general feeble tone of yellow without light or transparence 
which after all are the best qualities of frasco. The bonnet has 
not only been restored, but altered in colour as well as in form. 
Nay, such is the change wTOught in it, that the shape is no longer 
that of the time of Dante, nor such as it exists in numerous figures 
in the fn^co of the Capellone degli Spagnuoli at S. Maria Novella, 
or in the paintings at Santa Croce. Ungraceful beyond measure 
is the present red cap with a bag, puckered on to it, and left of a 
white tone. The original colour w^as not wliite and red, and this 
is obvious from a close inspection of the bag, and of the repainted 
red part. The scraper, in removing the wliitewash, took out the 
colour of a portion at the back of the head and of the pendent part, 
w’hich may now be seen gashed by the razor ; but, here and there, 
a red spot by chance remains even in the pendent portion, showing 
that the bonnet was red all over. The seam w^hich now" unites the 
bag to the rest of the bonnet never existed before, and is a mere 
fancy of the restorer, who at the same time has falsified the outline 
by raising the point of the hood. Wlien he repainted with red 
that portion which covers the back of the head he might have 
repaiiited with red also the pendent hood. The change of outline, 
the introduction of a seam fastening the latter to the rest of the cap, 
are unpardonable. Not but that in the beginning of the fourteenth 
century parti-coloured ca|^ were worn ; but there is no example 
of such a distribution of colours as now defaces the portrait of 
Itote.^ On the other hand, there are numerous examples of hoods 
of one colour ; and one at least exists to prove that Dante usually 
mm a red one. The Florentine Domenico Miohelino painted a 
posthumous likeness of the poet in 1465, which may now be seen 
in S. M^ia del Fiore, and there Dante wears a red-hooded cap and 

* Skiped druses and atriped stockings were not so common in tl^ 
but moved the obsorvea* ©omotimos to laughter. 

SAOCiUrjt’ii, in hM 7%h NopeUa, voL ii., tttn sup.f p. 2% amusingly 
feowr Bonins^na Angiolim was struck dumb with astonishment in 
S. BAe®agg»CK, whai h© saw cert^dn figures there painted with striped 
lefeed mmdmmg, saying, ** In© sfe^pes are not so 
m ^ B mmB dr^ wMdi k half Hack and half 

wfetta,** CIC wla#© datums thssce painted eTiSLmHpft jn 

frescoes el ^ 






iiOTTO iwpaintedi. 


Bargello, Florence. 
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a red vest, nor is there any reason to doubt that Michelino executed 
this likeness with the assistance of Giotto’s in the fresco of the 
chapel of the Podest^.^ 

Corso Donati, if indeed it be really the ambitious and astute 
leader of the Neri who is here depicted, has a most characteristic 
head. No greater contrast can be conceived than that displayed 
in the aquiline forms of Dante and the straighter ones of his neigh- 
bour. Thought prevails in the former ; in the latter craft, lurking 
especially in the eye. Tenacity of will and physical strength are 
in Corso, wiiilst in the features of Dante intellect rules a slender 
and dehcate frame. Corso has the vigour of the tiger, Dante of 
the eagle. Corso’s hands are joined in prayer, and part of the fingers 
remain. Half the face of Brunetto Latini is preserved, and is 
remarkable for a bold cast of features. Like Corso Donati, he 
wears a cap. Yet it is difficult to account for his presence in the 
position assigned to him, as he died about 1294 ; ^ and, though he 
was Dante’s tutor, he was consigned by his pupil to the Inferno.^ 
Still a lingering sense of gratitude may have prompted Dante to 
suggest to Giotto his introduction into the picture, and possibly 
the poet, who w^as himself a designer, may have furnished the 
necessary likeness.^ As a group, these three figures are the best 
illustration that can be found of Giotto’s power of individualising. 
A general charge of sameness in the delineation of the human face 
has been admitted against him even by some of his greatest 
admirers,^ but in the fresco of the chapel of the Pod^t^ this charge 
cannot be supported. Each form vari^, yet harmonibes with the 
other. In the features, the character of the person portrayed is 
distinctly revealed. Nor is this more true of the Dante, Cbrso, and 
Brunetto than of Charles of Valois, Acquasparta, or the saints and 
martyrs of the Church. 

^ As for the rest of the costooe in which the poet was painted by 
Giotto, it consists in a white tinder ca^y a red vest of clc^ fit, fast at the 
neck with the help of a laoe, turned over and faced on the breast and 
relieved at the chin by a strip of white shirt collar. Benesh the vest at the 
bosom, a green und^ waishxtat s^pears. Dante holds in his hit hand a 
closed book of which a part m obliterated, and in his right, or rather tl^ 
thtmab and forefinger of it which remain, a stem with tinee poimgranates, 
po^bly emblematic of the three great poems of which lie fe the author. 
This hand and stem were relieved on the dress of the next fi^iir© supposed to 
represent Corso Donati. The colour of this dress has vanished, and what 
remains of the hand of Dante is only ihe first preparation in r^ <x>lour. 

® His tomb, with a modern inscription fracing his death in 12§4, is in the 
cliurch of S. Maria Mag^ore. See Kicha, OkteaCy &c., vol. iii., p. 287. 

® InferfWy C^to xv., v. 30. 

* Balbo, Viia di Dcmtey p. 54, who quotes for this fact leonardo Aretino. 

® For instance, E. Fobsteb, Beitr^je, vhi mp., p. 131 and following. 

F 


r. 
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All inferences to be deduced from the subject and form of these 
frescoes point to the date of 1301-02.^ It may be inquired whether 
they were exwuted by Giotto at the time, and this inquiry can 
only be satisfied approximatively. It may be inferred that Dante's 
portrait would hardly have been introduced into a picture so 
conspicuously visible as this, had not the poet at the time been 
influent in Florence. United by family ties to the Donati, being 
married to Gemma a daughter of that house, and intimate with 
Forese and Piccarda, the brother and sister of Corso ^ he was still 
by policy a psu-tisan of the Cferchi, and his influence did not survive 
the fall of the Bianchi. His exile and theirs dates from April 1302. 
Dante’s age in the fr^o corresponds with this date, and is that 
of a man of thirty-five.® He had himself enjoyed the highest office 
of Florence from June to August 1300. In the fresco he does not 
wmr the dress of the priori,” but he holds in the ranks of those 
near Charles of Valois an honourable place. It may be presumed 
that the frescoes were executed previous to Dante’s exile, and 
this view is confirmed by the technical and artistic progress which 
they rev^. They exhibit, indeed, the master in a higher sphere 
of devebpment than at Assisi and Rome.^ 

* Cliadefi of ViUois entered Florence on the let November ISQl. 

* So© Balbo, Vita di Dante. Dante meets Piocarda in Paradise. She 
had^ beai a nun, was taken by fore© from her convent by Corso, and marri^ 
u^nst her will See Paradiso^ Canto in., v. 49. Forese is in Purgatory, 
wtef© Dante meets him purging the vice of passion. PurgatoriOf Canto xxm,, 
V. 48. 

* Dante was bom in 1265. It is difficult to judge from the portrait 
the age of Corso DonatL He looks, howev^, more advanced in years than 
Dante, 

* It is worthy of remark that many years later, but still before the death 

of Giotto, a (jboee was issued at Fbrmce, prohit^l^ any rector or official 
of the people or “commune” from p^ting, or carding, or allowing, to 
be p^ted in bou8e or i^ace, inhalated, or wed by such officers in the 
exmke of thw duty, any jacture ; and further ordering all such pictures, 
or statues, as manife^y existed in omateanpt of lliia decree, to be destroyed, 
with the exc^T^on of such as should represent the Redeaner and tl^ Virgin, 
or such as repr^ent a victory, or the ^^ure of a <ity to th^ advan- 
tage of the Florentiiie®. Giotto’s petures in the of the Podest^t 

no doubt, under one of these exceptions ; but it would be 
curiotiB we^ a to be found of petures or <tetroyed imder this 

decree, b dated 1329. See the ormnal decree, in Gayb, Oettkagh 
Irndm, vol L, p. 473. 



CHAPTER IX 

GIOTTO AT PADUA 


The well-known story of the O has been told by Vasari to illustrate 
the cause of Giotto’s visit to Rome. The story has apparently 
its kernel of truth concealed in a superfluous husk of legend and 
untruth. Though well known to Boniface VIII., Giotto was 
personally a stranger to Benedict XI., who seems only to have 
heard the rumour of the painter’s fame. He therefore sent a 
legate from Treviso to Florence to test Giotto’s ability, and Vasari 
is probably correct in the details of an interview which gave rise 
to a joke familiar to the Tuscans of a later age.^ The courtier, 
who had visited Siena to gather example of the art practised in 
that city, made his way one morning into the botiega of Giotto at 
Florence, and introduced himself as the envoy of the Pope. He 
explained the intentions of his master and the manner in which 
he was commissioned to carry them out, and concluded by asking 
for a specimen of the painter’s ability. Giotto took a sheet of 
paper, and a brush dipped in red, and firmly pressing his elbow to 
his side so that the lower limb of the arm might act as the branch 
of a compass, he completed with one sweep a perfect circle. “ Here 
is my drawing,” said Giotto. ‘‘ Am I to have no otber than this ? ” 
replied the courtier, scenting a joke in the manner of the artist. 
“ Enough it is, and more than enough,” was the answer. The 
Pope, a better Judge than his envoy, admitted the superiority of 
Giotto, and the story, repeated from mouth to mouth, became the 
foundation of a pun cm the wcrd Umdo. For it became proverbial 
to say of men of dull or coarse character, that they were rounder 
than the O of Giotto. Free h^d drawing is better und^tood 

^ “ It is well known,” says an annotator to Schom’s editioii of Yasabi 
{Stutigardt tmd Tiibingerh 1S32), voL i, p. 116, Benedict XI., at tiie 

express wMi of Petordb, sent a legate to seek out the best artfets of Italy 
for the purpose of restoring and adorning the tiiurches and ps^aoes of Rome, 
which wore fallmg into decay.” But if the courier of Vasari was really an 
mvoy from Benedict XL, the residence of Giotto at Ron^ could not be owing 
to the circumstances related. For Benedict succeeded Bonifaice YIII., under 
whose parley the Florentai^ painter executed the mosaics and frescoes 
above notioect 
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in our day since the foundation of schools of design, than it was 
of old ; and the practical mind of Mr. Ruskin recognises in the 
feat of Giotto something more than a joke.^ In this he is right, 
for a free hand can alone trace bold sweeps of ornament ; and 
ornament now receive an attention which was acknowledged in 
the thirteenth century, though long denied to it in the nineteenth. 
Vasari preface this amusing anecdote by sajdng that Benedict 
was led to inquire r^p^ting Giotto’s talent, because the fame of 
his illustrations to the life of Job in the Campo Santo of Pisa had 
reached him. The reader may note, as he proceeds with these 
pag^, that Vasari blundered here as in other places, and that the 
series of the fr©9oo«3 of Job are by another and feebler hand. The 
result of Benedict’s inquiries, however, was, that he engaged Giotto 
at a large salary to proceed to Avignon, to execute a series illus- 
trating the liv^ of the martyrs. But before Giotto had had time 
to start, the death of his new patron intervened, and the commission 
was not executed. This fact, authoritatively stated by Albertini,^ 
has hitherto escaped the commentators who follow the error of 
Vasari, and describe Giotto as having visited Avignon and other 
pnuls of Franee ; the truth being that no trace of Giotto’s presence 
has ever been discovered out of the Itsdian Peninsula. 

It may have been after the failure of this plan that Giotto left 
Florence (area 1305) and proceeded to the North of Italy. 

It happened, says Benvenuto of Imola, that, whilst Giotto was 
painting at Padua a chapel erected on the site of the old circus, 
Dante visited that city and was received with honour by the painter 
at Ms own house.^ In 1301 Enrico Scrovegno, a rich citizen of 
Padua, had be^ rai^ to the rank of a noble by the republic of 
Venice.* Bfe devoted ^me portion of the wealth aocumidated by 
his faiher * to the erection of a chapel which was completed in 1^3 
and dectoted to the Anmmoifdie Vhginu® The painter employed 

* ^ ia Urn jmbikjifclioiis of ^ Amndd Sorie^y, Mr. Buskin’s able 

©x|KJei^€«i of tfae ^yle of Giotto and his admirable comments on the paint- 
ii^ of the Sarovegni at Padua. Those who also are unable to of 

OioHo’s talent from th& ori^nafe, may study the exoeWt er^ravings which 
Mr. IMkin’s pen illii^ates. 

^ p. 64. The pSiEBago runs as follows : “ Fuitqiie 

(Oioltn) a B^J^clicto XI. Pont. Max. in Avinionem, ad imig^dum mart3nrorum 
historias a^t precio. Morte intoveniente, opus omisit.’’ 

* BJimvEMOT© UAlMonA, m Mubato]^ An^qtkiates ited., tom. L, p. 1186. 

« <f?a, M Fadom (8vo, Padua, 17&5), p. 21S. 

* icrove^ m to Um Infeino 1:^ Dante on account 

of fm mmj amd xvn., v, 64. 

* Scrtwegid-(^valier.” Aj^ojcemo, 

More® (Bm, Biffleano, pi. 23, and p. 14f^ as foSows: “Fu 
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to adorn its walls w^as Giotto, as Benvenuto da Imola distinctly 
states ; and, as the date of Dante’s visit to Padua has been 
accurately ascertained, that of Giotto’s labours may be inferred. 
Dante lodged in the contrada San Lorenzo at Padua in 1306,^ 
having left Bologna in January of that year.® It might be difficult 
to prove that Giotto, beside illustrating the interior of the chapel 
of the Arena with scen^ from sacred history, was the person em- 
ployed by Enrico Scrov^no to erect the chapel itself ; but the 
perfect manner in which the interior is adapted to the plan of its 
pictorial adornment, suggests and might justify that assumption. 
Eminently in the spirit of Christian thought, dramatic in the force 
with which the idea is evolved, yet so simple as to convey their 
meaning to the least gifted of mankind, these paintings reveal in 
Giotto, young as he then was,^ an intimate acquaintance with the 
character, the types, the passions of men. Conceived and distri- 
buted according to the highest maxims of art, they disclc^ in him 
the possession of uncommon taste united to most remarkable 
technical powers. Erected in the form of a single vaulted aisle, 
with a choir merely separated from the body of the chapel by an 
arch, the building is lighted by six windows piercing the side to 
the right of the portal. Giotto arranged the subjects in obedience 
to the maxims which for cenktries had ruled their distribution, 
but with a sense of their mutual value and position quite unusual. 
On the wall, above the entrance, was the Last Judgment. On 
the arch leading into the sanctuary, the Saviour sat in Glory guarded 
by angels. Beneath him the Annunciation was deleted, and in 
a triple course along the wads were thiriy-eight scenes ci the life 

eretta la chiesoola nel 1303, di che nte fa fede riscrisdoa© pc&mo lo Scardaaua.” 
See tlie imenpUon in Scabubonb (B.), HigL Pabw., p. 378 of voi. vL, p. iiL 
Tkm. J. G. Gbjsto (Lug., Bstav., 4to, 1722). A record proves 

that the coiifflecapfidaon took only in 1306. Vide Seivatico, Serit^y Flor., 
1869, p. 284. 

1 “ Bantino, quondam aligerii de Elorentia nunc stat Paduse in oontrata 
Sanefa Laur^tA’^ says a pul^c record or affidavit published in NomUe IteUer^ 
Phr,, 1748s p, 361 ; quoted m Rosmi, %M sup., p. 245, and in Baubo, Viia 
di JkmU. 

* Vasari Affirm s kiat Clement V., having succeeded Benedict XI. at 
Pero^;ia, forced Giotto to accompany him to Avignon. The of the 

papal court to Avignon took place in 1306. Ttorefoce (^otto must have 
traveled into this and other parts of France in or after that yeeo' (Vasabi, 
voL i, p, 303). al^ed lonmey and assertion that Giotto painted 

many freecoes and panete at Avignon and in othm* parts d Franee, is proved 
to be des®rving of no credit. Be^des, in 1^>6 Cfiotto was at Padua, and 
thou^ many palnimgs esM in Avigoicm, in m^iedral and papid palace, 
k^y are not by Giotto^ but by Stmeme Markni of ^ena, as may be more 
fuUy proved bereaitar. 

» “ Adbuc satis Juvenis,” says Bkhvenuto da Imox*a, ubi sup. 
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erf the Virgin and of the Saviour. Th^ subjects were enclosed 
in a painted ornament of a beautiful kind, interrupted at intervals 
by little fram^ of varied forms, containing subjects from the Old 
and New Testament. All rested on a painted marble^ comice 
supported on brackets and pilasters, in the intervals of which were 
fourteen figures in dead colour representing the Virtues and the 
Vkses. As in the chapel of the Podest^, so at the Arena, the 
waggon nxrf was spanned by two feigned arches. The field of the 
vault was blue and starred, adorned in the centres with medallions 
of ttie Saviour and the Virgin, and on the sides with eight 
medallions of prophets. By this division of subject and of orna- 
ment an admirable harmony was created. The feigned cornice, 
with its feigned bas-^liefs, illustrates completely the ability with 
which Giotto combing architecture with sculpture and painting ; 
whilst in the style of the ornaments themselves, the most exquisite 
taste fmd a due subordination of parts were combined. Tlie 
{spectator is at once struck, as he enters, by the grandeur of one 
great epsode, that of the Saviour in Glory. Then his eye wanders 
nataraly to the 1^ ^lemn but not less interesting exposition of 
the sacred history, as derived from the Old and New Testaments 
and the Proto-ev^mgelion. Beneath the Saviour Enthroned, the 
Amiimciation ; on the waJl, at one side of it the Salutation, and 
facing it on the other side the Saviour betrayed by Judas, pre- 
face the Birii and Death of the Redeemer. The incidents of 
the lives of Mary and of Christ follow in rapid succession on the 
aide walls. Facing each other on the marble skirting, the Virtues 
and antagonistic Vio^ are pitted against each other. At the 
lowest part <rf the arch, leading into the choir or sanctuary, are 
two Ml^€»rs painted in dead colour. In m>oh of them a lantern 
hangs ali^t. One symbolises the light which guides man to 
virtue ; ^ erfher is embl^afic of the light which saves us from 
ttie pa^ of vije. The practioe of all the virtues leads man to 
Paradiae; aoecwdingly ti^ first of the virtaas, which is Hope, is 
appcftiateiy immed towards that part of the Last Judgment 
wh^ eempises fee happy, Ihe pursuit of vice leads to the ever- 
abyss ; and ^ kai of the vices, De^^, is accordingly 
mm drawn hy a devil towards the ev^ksring fire in the Inferno. 
TW of Gidto had thus an aim, stmI not mere repre- 

a^taMow of givw €Sil>|ecle witimut oonneotfcm* a^mere a^mblage 
irf or onfy m to expres^cm, 

or wkmr. 
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Prom the ^rliest centuries, peculiar attention had been directed 
to the distribution of certain classes of subject in sacred edifices. 
At Ravenna, the Majesty of the Saviour was fitly honoured in the 
apsis of basilicas. The Virgin, too, was honoured by a pre-eminent 
position in the most sacred part of a chapel or church. At S. Angelo 
in Pormis, whilst the Redeemer stood in glory in the choir, the Old 
and New Testaments were illustrated in the nave. The Prophets 
were displayed beneath, and the Last Judgment above the portal. 
At Pomposa, where a modem hand has painted anew scen^ from 
the Old and New T^taments and from Revelation, the latter were 
placed on the arches of the aisle. In S. Francesco of A^isi, the 
incidents of the life of S. Francis, to whom the church was dedicated, 
were painted below those of the Old and New Testament. At the 
Arena of Padua, the chapel devoted to the Virgin Annunciate 
was still reserved, as regards its place of honour, to the figure of 
the Redeemer ; then came, beneath, the Virgin and the Angel of 
the Annunciation in each spandril of the arch of the sanctuary - 
At the sides were the scenes from the New Testament, and beneatii 
these, Virtues and Vices, the former of which at Assisi had be^i 
confined to the ornaments of a ceiling. Here the incidents of the 
Old Testament were thrown into the ornament, a change which 
may have a deeper meaning than might at first view appear. 

If the spectator directs his attention to the order in which the 
episodes of the Proto-evangelion and New T^tament are placed, 
he wiU find the first story told in the upper course d the i^de waU, 
to the right of the Saviour in Glory. The numbers then ran round 
the building and t^e thirty-eightii fre^50 is the lowest of the last 
course, by the side of the arch of the sanctuary, and to the left of 
the Saviour in Glory. It would ill suit the purpose of these pi^ 
to attempt a minute description of ail these works in suas^rion. 
The following index, with such remarks as may be neo^sary to 
explain the actual conditaon of each fresco, will, however, be usrfal. 
Those subjects which deserve a imue special notice may foe dealt 
with at greater length aft^^rds. The sed^ b^ns with 

No. 1. The Rejection of Joachim’s Offering. A well-pressed 
fr^scMy. 

No. 2. Joachim retires to tire SheepffM. I&e and grand are the 
figures of tire old man, with two shephM*! watching the lock. 

No. S. 'Ore Angel appears |© Ama. A well-pr^erved Bubi^t. 
It may he rreted l^t in the TOfveme®* of an old servant, mnning, 
at one rede of M jlrfme, the pmtex has not merely reproduced a 
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mmt natural action, but that he could delineate as well as discern the 
(iifference of quality between the types of various classes of people. 

No. 4. The Sacrifice of Joachim. A middling composition. 

No. 5. The Vision of Joachim. The angel appearing is here very 
fine and natural in movement. The attitude of Joachim is well chosen 
and ably rendered. 

No. 6. The Meeting at the Golden Gate. 

No. 7. The Birth of the Virgin. 

No. 8. The Presentation of the Virgin, A fine and well-preserved 
subject. 

No. 9. The Rods are brought to the High Priest. S. Joseph, 
nimbed, is of a well-defined character. The fresco is in a good stale. 

No, 10. The Watching of the Rods. In good condition. 

No. 11. The Betrothal of the Virgin. The blues of draperies have 
all disappeared. 

No. 12. The Virgin’s Return Home. A very fine composition, but 
much damaged by time. The youths preceding the bridal pair and 
sounding trumpets have especially suffered. 

No. 13. The Angel of the Annunciation, kneeling. 

No. 14. The Virgin of the Annunciation, kneeling. This figure is 
agitable and beautiful in movement and features, the face full of 
a serene and grave maj^ty. 

No. 15. The Salutation is marked by much affectionate feeling. 

No. 16. The Birth of Christ. 

No. 17. The Offering of the Wise Men. A fine composition, in which 
the filing, afterwards developed by Fra Angelico, may be noticed. 
The arrangement is here the same as in the south transept of the 
Lower Church of Assisi. Again the blue of the Virgin’s dress has 
vanished and the red preparation alone appears. 

No. 18. The Warning. The angel is very fine, and the composi- 
tion able. The blue draperies are here also obliterated. 

No. 19. The Flight into Egypt. The affectionate action of the 
Virgin as she holds the infant Saviour, the admirable manner in which 
tile two figures are grouped, are as remarkable here as in the similar 
oonspoiation at Astisa. They also r^^all tie bas-relief cut by Giovanni 
m the pulpit of Pisa. But here a beautiful angel feads the way. 
Tte dra^ries are rubbed off, and the red underground visible. 

No. 20. The Massacre of the Innocents. This imposition is 
scattered, and teas able than that of Assisi. The forms of the children 
are fey no means fine, but the action is still very animated. The blues, 
as us^yd, have vanished. 

No, 21. Christ ^nong the Doctors. This freseo has been greatly 
altered, and m blackenm by damp. The colours are in part gone, 
witee they remain, are raw and unplm^t. 

No. A The of ChrisRt. 

Si, Th® Ifemifcge in Cana. Sitfe|ect fe pi^erved and a 

few ^^ure tiie blues smy fte ehmki fotrhs M 
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No. 24. The Raising of Lazarus. 

No. 25. The Entrance into Jerusalem. Much damaged, particu* 
larly in the blues of drapery and sky. Two or three heatls are quite 
gone. 

No. 26. Ciirist Expelling the Pharisees from the Temple. The 
composition does not lack beauty, but the vulgarity of certain heads 
is remarkable. 

No. 27. The Hiring of Judas. A demon behind the traitor grasps 
his shoulder. 

No. 28. The Last Supper, Here the blue draperies have ail dis- 
appeared, and the nimbuses, wi^h the exception of that of the Saviour, 
have become black. 

No. 29. Christ Washing the Feet of the Disciples. This is by no 
means one of the iSnest of the series, and the execution is rude. The 
draperies, as usual, gone. 

No. 30. The of Judas. Rudely executed, but the colour of 
the lower parts of the figure has fallen, laying bare the under pre- 
paration. 

No. 31. Christ before Caiaphas. Middling composition and rudely 
carried out. The red preparation for blues visible. 

No. 32. Christ Scour^. A poor composition, ill rendered. The 
Saviour is stiff, motionless, and gazing. 

No. 33. Christ bearing His Cross. Giotto is not free from the 
reproach of embodying the somewhat trivial idea of weariness in the 
Saviour, because of the great weight of His cross. The expression of 
the Vi]^n is more masculine than is necessary. The draperi^ are in 
general damaged, and the figure in the background have suffered a 
great deal. 

No. 34. The Crucifi^on. 

No. 35. The Piet^jC< Ia 

No. 36. The “ Noli me Tangere.” 

No. 37. The Ascenrion. Ibis w a fine compodtkm, in whioh tibe 
painter really conveys tiie idea of a form in motion ; a gi^t 
advance is made upon the primitive representation of the same subject 
in the Upper Church of Assisi. Whilst, there, the Saviour’s form is 
partly conceal^, here, He is a>mpletely vkible, rising on a cloud, 
surrounded by a choir of angek. Below Him are the apostles. 

No. 38. The Descent of the Holy Sprit. 

It will be remaxked that in this sotcs erf sacred history Giotto 
had to depict the Birth erf the Vir^n as wdl as that of the Saviour. 
In the first, he brou^t some ci the usual gra(^f!i! inoidmats tog^^ 
in a very f^.hsLrming feama. In the aeccmd, the mouMit is chos^ 
when the Infant is given by its mother to an attendant. 

Giotto, in refiresenting the episode <rf the Saviour’s Baptism, 
did not venkire to alter the time-honoured form erf a oompo^tkm 
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which had been repeated without change since the seventh century. 
For this he has been blamed, and perhaps justly, by Mr. Ruskin. 
No doubt, the Saviour stands in a hole, S. John on the right, 
accompanied by two foUowers, pouring water over His head, whilst, 
on the left, two angels hold the Redeemer’s vestments. In the 
oldest Christian form of this subject, at Ravenna, the necessity 
of bringing the two banks of Jordan into close proximity, been 
avoided by the surrender to a river-god of an office which in later 
conceptions, was performed by ministering angels. Tlie gradual 
disappearance of pagan forms in the progress of centuries seems 
to have left the Christian artist no alternative but to sacrifice the 
composition to the necessities of a subject of which the type was 
unalterably fixed. It may be asked, why it might not have been 
possible to represent the angels in flight over the water. A dirine 
cd the fourteenth century might have answered that, in the Baptism 
of Christ, the angels that minister must be supposed to perform a 
terrestrial duty. The Saviour having condescended as God-man 
to be baptized on earth, the angels must condescend to earth also, 
being subordinate and inferior even on earth to Him. Be this as 
it may, as Giotto here maintained a typical form of composition, 
when in oti©r cases he did not hesitate to depart from old ideas, 
it is obvious that some formidable reasons existed for the course 
he pursued. 

The Raising of Lazarus shows how literally the Bible text was 
followed by Giotto. The body and legs have been wound round 
with a sheet according to the directions of Scripture.* Swaddled 
and incapable of motion, Lazarus is placed erect on the right 
receiving the bl^ng of the Saviour ; before whom, to the left, 
Martha and Mary kneel in attitudes and with action highly expres- 
sive ol confidence and hope. Surprise and gratitude animate the 
f«itures of the bystanders, yet repose and decorum are in every 
movement of the crowd. Tbe composition is admirable and 
amongst the finest in the ch^>el.® 

Though finely and dramatically conceived and executed, the 

* See Mr. Raskin’s e»mni 0 ats on the frescoes of the Arena CJhapel in fee 
puUieatioQS of fee Amndel Society. 

* 1!bat thia treatmeint of fee body amptural is dtoar from fee following 
paaaapi. ; ** Thsm took feey the b^y of Jesus and wound it in linm clothes 
wife fee ayiSaag, as fee mannsy of fee JcwB is to l^iry.” S. John xix., V, 40. 

* Two on fee right of for^^round sure r^^iunng fee cover of 

Mmi aemfeiiiei. At AaBMi, fe fee BeBa Maddalena. whose pynti n g s 

fws^wefetfeaswi^ aSEsgesd to jBufefenacoo, a of Giotto copied^ few scene 
and BMide detfeDewtsl to fee fee eompseiticiBL 
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Crucifixion at Padua was less successfully presented by Giotto 
than that of the Lower Church of Assisi.^ Of the nude, as treated 
in the Crucifixion of S. Peter at Rome, enough has b^n said to 
make any further remark unnecessary. It may suffice to say, 
that the proportions of the Saviour are correct, the form well 
chosen, and the expression dignified and gentle. Pain is visible 
in the features ; and the mouth is open. But we have parted here 
with the hideous contortions of past ages and painters, with the 
overhanging belly of the Crucifixes in the Lucchese, Pisan, and 
Aretine schools. The moment chc^en is that of death, when the 
angel gathers the last stream of blood from the wounded side. 
The hands are a little contracted, but the limbs are well jointed and 
in repose. The head is bent to the left in the direction of the group 
of the fainting Virgin supported by the holy women and S. John 
Evangelist. The group is, however, more remarkable for fon^ 
than feeling ; and this may be noted as a gener^ feature in ihe 
frescoes of the Arena Chapel, w^here the Florentine gravity smd 
weight prevail more than in those of the south transept at Assisi. 

The Virgin also is like a copy of an ordinary fainting female, and 
reveals that tendency to an accurate study of nature which in the 
high^t d^ree characterised the style of Leonardo da Vinci.* 

^ [Whether Giotto painted the works at Assisi before or after these at 
Padua is not absolutely certain. Mb. Berenson, The FlortnMm Pamters o/ 

Rencmsemce (Putnams, 1808), p. 114, calls ^ the work of GioUo at Aamm 
(he omits altogether the frescoes of the Ujwr Church) early. Mr. Lsngton 
DHouglas, on the other hand, thinks the Padua work m earlier ^an the work 
on the roof of the south transept in the Lower Church at 0/. Lanotok 

Douguas and Arthub Strong in their Ed. of A Hwktry of Pmniing in Italy 
(Murray, 1903), vol. ii., p. 37, noie 2. Crowe and Cavaicaseile, as it wifi 
be se^ti, thus hold that Giotto’s first work was th^ in the Upper Churdi at 
Assisi, which he dea^ed at any rate, while still yoimg; late he speared 
again at Assisi to paint in the Lower Church. This miast have been about 
1298, for he was in by the exid of that There he rroain^d six 

years, returning to Ploreac© about April 1302-HBot letor any raite — when 
he painted the chapel of the Podestk Thm follows tl^ work in the Arena 
Chapel (13MX when he was about forty ye^ okl Messrs. Douoias and 
Strong, op. ctl., pctaatm^ propound a Y&ry different doctrine. ^ They 
that Giotto’s earli^ work was done at Rome, then he worked in the 
then in the Upper Church at As^, then at Padua, and again in the 
Lower Church at Assi^ Tl^ auth<Mrs are a little vague, it is trw, in th^ 
statom^t, while 3>>uglas and Slanng are most th<^ 

do not commit themselves as to the date of Giotto’s birth. TIm^ 
is, of course, thett Giotto was much influmced by Oavalte and the Roman 
gKshool, and to fit ^lis theory the dhronok)gy oi fals wmrfc had to be changed. 
Maybe if the authors had fcaown as much of the work Roman school 

as we may do, tl^y would not have to a ^mcli»on vmy diff^rmt from 
that of Messrs. Doi^as and Strong.] 

® The remark may i^ply to the of S. John Evaiog^ist, wl^sae 
head rests on a broad and pow^ul 
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The angel, that Wjcd divim whom Dante so beautifully describes, 
tears his white dr^ and bares his breast with extraordinary 
energy ; and in this force the dramatic effort overpowers sentiment. 

A better expression of the majesty and dignity of the Saviour, 
akin indeed to that of Assisi, is to be found in the Crucifix painted 
by Giotto and suspended high up in the sanctuary of the Arena 
Chapel.^ The head, there, is full of repose and resignation, and 
renders the idea of the God-man, the purely Christian idea of the 
Saviour who perished for the sins of the world, better than any 
that has been hitherto noticed. Yet even here, greater force, 
energy, and thought, and less rehgious feehng are disclosed than was 
afterwards conveyed in the Christ of Angelico, which expresses the 
acme of resignation. Giotto painted many Crucifixes ; and an 
authentic record exists of one which he executed in the early part 
of the century for the church of S. Maria Novella at Florence. In 
his will, dated the fifteenth of Jxme 1312, Ricuccio quondam Pucci, 
of the quarter of S. M. Novella, left a legacy of five pounds in small 
florins for the purchase of oil to feed a lamp, all the year round, 
before the Oucifix painted in the church of the Dominicans by 
egregium pictorem nomine Giottum Buondonis,^ qui est de 
dicto populo Sanete Marie Novelle.” The same Ricuccio left 
twenty pounds as a legacy to the Dominicans of Prato for a lamp 
to bum before a picture by Giotto in the church of their convent.® 
The Crucifix now in S. M. Novella at Florence, though it has been 
assigned to Giotto, is too obviously executed by one who had not 
freed his style from the influence of old defective models. It has 
something Giottesque in the attitude, and may be by Puccio Capanna, 
thcm^ this is by no means certain.* But in S. Marco and in the 
Goodi Dini Chapel of the Frati Umiliati in Ognissanti at Florence, 
tw^o Oracifixes, evMently by Giotto, exist ; whilst a third, in 
S. Felice, may be claassed, though with less certainty, in the same 
catcgCKy.®* These woj^, embodying a subject which was the test 
imd touehstoBe of the genius of the Christian painter in the four- 

* [How in tile Mt®eo CSvioo.] 

* Tlik docfiEoeiit oiie of nmneroos proofs that Giotto’s father was 

a See the record at length in no^ 4 to VASiJai, vol. i„ p. S29. 

* Vasari mepttQxis a OnmBx in B. M. Novella, partly executed by Giotto, 
jwtJy hy Pnecso Ge^ianna. If the Cr^icifix now in S. M. Noveila be that to 

Vaseyri alindes, it lamay be by Fncoio, whose style is nc^ known ; bnt 
^be des^n is eefftaWy not Giotto’s. Vabajbi;, voL i, p. 320. 

* ©ffc. c»£., voi iv., 302; ^19; 410, mmmg others, deines 

mm iron C^ottcrs hamd. llie last sM S. Fchee, howev€^, 
k by Snda aiiMMig th^n, to be by Gwtfeo hin^ell j 
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teenth century, display the talents of Giotto at the opposite pole 
from that of the painters who immediately preceded him. It 
would seem that, after a series of efforts and struggles which lasted 
for centuries, Giotto struck out the noblest and fittest ideal of the 
Saviour on the Gross. That it was difficult to create a better one 
is proved by the sequel of Florentine art histoiy. Not one of 
Giotto’s pupils improved the type of which he became the founder. 
Angelico alone, after him, w^as able to impart to the Redeemer 
tenderness, abnegation, and angelic resignation ; but in doing this 
he sacrificed the energetic reality of thought which characterised 
the age of Dante, and substituted for the more natural type of 
Giotto one more becoming the ei^ntially religious feeling of a 
pious monk. The Crucifixion by Angelico in the monastery at 
S. Marco may be taken as the best illustration of this tmth.^ 

The conception of the early centime, that namely of the Saviour 
erect and alive on the Cross, with a nail to each foot, was undoubtedly 
superior to that which suc<^eded it in the hands of the Pisan, 
Lucchese, and Arerine painters. Repelled probably by their vulgar 
realism, Giotto altered and improve the position of the holy 
figure, which he represented almost erect though lifeless, and with 
the head softly inclined. The proportions which he assigned to 
the frame w^ere the most just that could be found ; but his great 
effort, his triumph, was in the regeneration of the type, which he 
reduced to the simplest form. In the calm repose of a noble mkJ 
youthful frame anatomically realised, not merely with reference to 
muscle but also to articulation, he rendered suffering without con- 
tortion, and fettered the attention of the spectator by perfect 
harmony of lines and softness of expre^on. There was no material 
display of muscular form, no useless exhibition of ribs a^id tenders 
as in the sculpture of the Pisar^. The mosaists of tbe Ravenna 
Baptistery had created the most suitable type of the Redeemer 
in their age ; and the student will seek in vain for similar fitne^ 
in the decline which supervened. But he will pause when he s^ 
and admilB that this quality existed in Giotto. Giotto did not, 
indeed, attdm the p^ecrion eff form which ibe earlier mosaists 
possessed, but his ide^ was c^rts^y more in accordance with 
Christian feeling. 

One peculsuit j of the Oucifixes eff flie fourteenth omtmj m 
the disappearance of &© si<fe par^s. Bus peculiarity may be 

^ That in which figure of S. Dominic gras|}s ^ foot of to 
eVofiS. 
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noticed in the Crucifix of Giotto at S. Marco of Florence.^ At the 
extremities of the arms are the busts of the Virgin and S. John 
in desolation. The medallion above the Saviour’s head repre- 
sents, however, only a pelican stripping its breast, whilst at the 
foot of the Cross is the death’s-head that t 3 rpifies Adam, and a 
small figure in prayer.^ 

The Crucifix in the Gondi Dini Chapel at Ognissanti is surmounted 
by a medallion figure of the Saviour in the act of benediction and 
holding the book. The youthful head, at whose sides a flood of 
hair falls in locks, is of a fine contour and of a regular and dignified 
type. It nobly suggests the idea of omnipotence.^ The calm 
feature of the Crucified Redeemer, on the other hand, contrast 
with the troubled and somewhat exaggerated ones of the Virgin 
and'6. John at the extremity of the horizontal hmbs. Again, the 
position of the crucified body, the lines of the frame, are less simple 
in direction and curve than those previously noticed ; the anatomy 
is more studied ; more suffering is expressed in the head, and the 
hips are of more than usual breadth ; the feet are nailed over each 
other ; and ^me contraction in the hands indicates pain. Nor is 
the subordination of the parts as well maintained as might be 
desired ; but the general outline is the most perfect as yet rendered 
by Giot^.* 

In the Crucifix of Santa Felice,^ which presents the character, 
type, and outline of those of Giotto, a certain progress in the art 
of moulding out the articulations, in the study of anatomy, is 
noticeable. The Virgin, 8. John resting his head on his hand, both 
in d^>lation at the extremities of the horizontal limb, are very 
expr^v© figures. The lights and shades are weU managed 
throu^out, but the execution is an advance upon the age of 
* Yet it would puzzle a student of Florentine art to say 

* Above the portd[, inside the chiarch. This Crucifix was usually followed 

fey wheel carr^ in procession. By will of Mona Fantini in 1357 , 

^ mmkB of the ocmvmt were bound to keep a lamp perpetually 

burning before it (Rkma^ vol. vii., p. 143 ). 

* C&i^rasted wilb the Orut^x of the Arena and the Crucified Saviour 
in the lower Caiurcb of Ase^ this of S. Marco is equal to the former, but 

iaaferkr .to ihe lattor. The nimbus here, as usual, projects. The 
oedow m dear. 

* raised arm and the bent hand are as those in the Saviour above 

the domr in the aoutbem transit of the Low^ Church of The light 

coloum of aaad dri^)ecies euc findy harmonieeii 

* T%@ haiTO«ioua eoknir is a fittle livid, as if Giotto intended 

to mve the mm d a dead body. This Oudfix is noted by Yabam (vol i., 
p* 

* At lteeti©a» oisi wall opposit© high atlmr. 
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which of his pupils, supposing Giotto not to be the author, attained 
to such perfection.^ 

Returning from this digression, w^hieh will be pardoned as it 
helps to bring out Giotto in his true light as a regenerator of type 
and form in Italian art, the study of the frescoes in the Arena 
Chapel at Padua may be resumed. 

In the Piet^, Giotto not only produced one of the finest com- 
positions in the edifice, but one almost equal to the highest creation 
in that direction wMch is due to his genius. The gradual trans- 
formation of this subject, from its typical form in the aisle of the 
Upper Church of Assisi to one more artistic in the present series, 
is most inter^ting to study. At Assisi, the Saviour lay stretched 
on the verge of the for^round. The Virgin, the Maries, and the 
Evangelist were placed by the painter at the head, feet, or side of 
the principal figure, which was thus in full and unotetructed view. 
Giotto with consummate art added three figures to the group, 
placing them so as to form a compc^tion, the balance and distribu- 
tion of which are perf^t. The Virgin held on her lap the head 
and shoulders of the dead Saviour, whilst, in a circle round her, 
three women stooped down, grieving or assisting. Two female 
at each side of the body kissed the lifeless hands, and in rear of 
them S. John Evangelist bent his looks and frame to the Redeemer 
and threw back his arms in the attitude which had now become a 
favourite of the master. The Magdalen held the Redeemer’s feet. 
Ten angels in the air fluttered over the scene with wild grief, terror, 
and surprise in their features. In each figure an individual passion 
seems the motive the action. The execution of this hmm is 
most careful, and, in the Saviour, minute to a surpriring degree. 
But side by side with this careful handling appears that of the master 
himself executing the final touches, with a broad and sweeping 
hmdy laying in masses of spacious light. 

The ‘‘ Nch me tangere,” though of less ab^rbing interest tom the 
Pietk, is still worthy of sped^sJ attenticm. Yet the Magdalen has 
not the beauteous look of supreme longing which is so attractive 
in the same subject ak the chapdl of the Podestk. The figure 
the Saviour here may exj^dn, al^, that whkh is wsmting in the 
mutilated one at Horenc^.* 

^ Above tbo Redeeiaoter is 

^ See tbe same compc^ifion copied in Ibe Mia MaddfiMm at Asmm 

Lower CJlinrch. 

I. 
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The Virtues and Vices ^ are the complement of the lesson which 
the painter gives in these frescoes. The former are naturally all 
turned in the direction of the Paradise ; the latter face the Inferno 
above the door of the chapel. Hope had been represented by 
Niccola Pisano, in the pulpit of Siena, as a female looking up to 
heaven. It was afterwards conceived in the bronze gates of the 
Baptistery of Florence by Andrea Pisano as a winged female, seated, 
but raising her fac^ and arms with supreme confidence towards a 
croTsm above her, Giotto, at Padua, imagined the figizre winged, 
but erect, and as it were raised from the ground, by the ardent 
desire to attain the crown held up to her view by the Saviour, In 
the costume, the drapery, the cast of the profile and dress of the 
hair, Giotto almost attained to the severe elegance of an antique 
bas-relief. As in hope, the mere longing seems in part to secure 
that which we desire, so d^pair may be said to realise its own 
foreboding. This was as well conveyed by Giotto in one case as 
in the other. B^pair is a vulgar female with clenched hands, 
already struggling in the shorties of death self-imposed with a cord. 
The devil with a grapple drags the figure towards the abyss close by. 

Charity had alrea^ been depicted by Giotto in the allegory 
of Poverty at was here again represented as a standing 

female with a triple flame issuing from her head, a garland on her 
brow, and a vase of flowers in her right hand. Looking up with 
supreme abnegation in her feature, she oSers with her left hand a 
burning heart to the Lord.* Envy, on the opposite side, is a fine 
contrast. Grasping with claws instead of hands a purse, the horns 
on her head twisted round with a piece of drapery, and standing in 
the midst of flames, she is presented as bitten on the forehead by 
a serpent kssuing from her own mouth. 

Faitibt had been somewhat cumbrously symbolised by Niccola 
Pisamo, in the pulpit of S. Giovanni at Pisa, by an angel sitting upon 
a Ikm, and holding in one h^d a rdief of the Oucifixion. Giotto 
rendered the idea better by a majestic figure, with a diadem, seen 
in full front, resting a cro^ on a prostrate idol, holding a ^roH 
inscribed with the Creed,® Unbelief, at the opposite side, is 
signi&d by a helmed warrior, winking, and with his right holding 
an idoi. The idol, bound to him by a string, seems to lead him 

* B@© plaii, Virims : a, c, Ftcc« ; 4, &0. 

* is budij dama^sd by a in the wall, which cuts 

il IesIo tw»- was hem od^maJIy a iIdot. 

* Hi tiba sicles, of an aag^ a spirit, have ^me 

mm to 
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towards the flames that burst from the left-h«uid corner of the 
foreground ; whilst a spirit above appears to give counsel. Un- 
belief, whose ears are covered with the lappets of a cap, seems, 
how’ever, deaf and heedless. 

The inexorable impartiality of Justice was ably rendered by 
Giotto in a maj^tic sitting figure, crowned, in a tunic and mantle, 
holding at an equal height the discs of a balance suspended above 
her head. In one disc, an angel, like an antique Victory, crowma 
Industry, seated behind an anvil.^ In the other, an angel executes 
retributive justice on a criminal,^ by cutting his head off. The 
symbolic meaning of this allegory W’as aided by a feigned bas-relief 
beneath it, in which a group of three figures is beautifully depicted 
in dead colour, and represents one playing cymbals for two dancers ; 
w^hilst, on each side, two figures on horseback are seen returning 
from the chase. For w’here justice reigns are also peaceful pleasures. 

The natural counterpart is Injustice, of ignoble aspect, yet in 
the dress of a judge, resting his left hand on his sword, and with 
his right, which is a claw, grasping a double hook. He sits within 
a fortress whose approach is impeded by trees. Rapacity and 
covetousness are thus symbolised as concomitant with injustice ; 
whilst, in a feigned bas-relief below, the figure of a female li^ 
stripped near a pond, and three ^Idiers are plundering her. On 
the left, a restive mule is held by a thief near the dead body of a 
man. The philosophy of injustice could scarcely be rendered more 
truly, nor could the subject have been better concaved or derigned 
than it has been by Giotto in this splendid composition. 

The noble restraint of Temperance was indicated by the painter 
in a beautifully draped figure curbed with a bit and holding a sword 
whose blade is tied to the ^jablmrd ; the fatal impulse of Anger, 
by a woman with swollen feature and didhevdled hsir tearii^ the 
dress from her breast.® 

Fortitude, which Niccola Pfeano had repre^ntei in the guw 
of a youthful Hercules in the pulpit of Pisa, was represmted by 
Giotto as a female in a cuira^, and protected by a shield up to 
the eyes. On the shield, embossed witir a licm, the arrows of fortune 
have fallen and been blunted. In her right hm^ she cayndes a mace ; 
on her head the skin of a lion’s front. 

Inconstancy is a girl vainly trying to balance bradS on a 

^ The head of this %trp© k obIilend:ed- 

* The head of tiiis figore k damaged. 

* The mouth k ecmferaeted by ai^^. The teMi of the figiiP© k slightly 
damaged. 
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wheel roiling over polished marble. She has already lost her veil, 
which flies away and giv^ to the scene a semblance of motion. 

Prudence, with two heads, the one aged, the other youthful, 
holding a mirror and sitting with a compass at a desk, is contrasted 
at the opposite side by Folly, a pot-bellied and grotesque personage, 
wearing a head-dress of feathers, shaking a mace in his right, and 
defying with his left hand.^ 

In the principal series of frescoes it is obvious that Giotto was 
aided by his pupils. His own hand probably traced every one 
of the Vices and Virtues. He never exhibited more care in the 
choice of the materials, or displayed greater qualities of mind or 
of hand, than are here to be found united. Beauty of form and 
of drapery, versatility in rendering expression, exquisite design, 
precision of hand, great fusion of colour, and broad relief of light 
and shade, all combine to make these allegorical figures worthy 
of admiration md study. 

In the Last Judgment, above the portal of the chapel, Giotto 
was agisted in covering a vast space by the industry of his assis- 
tants ,* Mid it is apparent that, at least in the Inferno, their labour 
was below the standard of the rest of the paintings in the building. 
Yet as regards distribution, the Last Judgment must be admitted 
to fulfil the requirements of the highest art. On each side of three 
small windows throwing light into the edifice from the highest 
elevation, two warrior angels seem to hold back a curtain, disclosing 
the celestial hall of Justice, over which the sun and the moon shed 
their influence. Immediately ben^th them, legions of warriors 
with shields and swords, angels with flags and tapers, hold guard in 
three mighty divisions, over the majesty of the Saviour, who sits 
below tiiem in a glory, borne by countless cherubs and seraphim. 
At ttie four cardinid points, the archangels sound the trumpets of 
the Judgment, whilst the Redeemer, with the features of perpetual 
ycmtfj,® hcJds up His ri^t hsmd to bless the ble^ed, and curses the 
evildoers with Hi® left. At His sides, two winged figures in armour, 
and iMce in hand, with aged heads, the boies of centaurs, and 
Urn limbs goats, stgmd in attitude of watchfulne^.* In a tong 
row thrones on each hmid, sit the apostles, all marked by their 

^ new on fre^ intonsoo ; of Giotto’s figitre visibl© at 

tJbe ^ Baew c^isa, Tlicso win b© Hiaarfeeci aiphahel^oGUly 

ia til® pim of Hi® Aieoa Chapel, from a xpwaircis, in th© order in wiiidi tiiey 

desmbed. 

* In a and bln© maidi©; bat tbe latter has Irfim firom His 

shodlebrsi 

* tibeu© two %iires» that to li^t is pcyrtly earned* 
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peculiar and individual character, and for the first time, in per- 
spective order.^ To the left of the Saviour’s feet, the Virgin in a 
diadem,^ majestically draped and carried by angels in a glory of 
rays, heads the procession of the happy, leading the aged St. Anna. 
Monks, bishops, saints, male and female, follow, guarded by angels.^ 
Amongst them, in a comer to the left, three figures stand in profile, 
the central one of which is, according to tradition, the portrait of 
Giotto himself.'* The Cross as symbol of redemption, held aloft 
by two angels in the centre of the space, separates the elect from 
the condemned. Between it and the proc^ion to Paradise, the 
donor, Enrico Scrovegno, in a purple dress and bonnet, kneels 
before a group of three noble female figures, printing as it were 
to their notice the model of the chapel, supported by a pri^t in 
white. The Virgin, heading the group, stoops to receive the homage ; 
whilst her two companions, nimbed like herself, look on. In the 
foreground the Resurrection (M)mpletes that side of the picture. 
From the Saviour’s feet, a torrent of fire pours its fury out on the 
right, ^veloping a host of struggling souls in its burning course. 
Lucifer, the chief of thk seething domain, sits, as usual, in the 
lowest part of the abyss, colossal and triple-beaded, on two dragons 
whose mouths engulf sinners ; his ears being as two serpents with 
figure in their jaws ; whilst between his legs is a grinning crowned 
bead. On ah sides is a confused mass of torment, radely executed.* 
The figure of Lucifer is not carri^ out as in the chapel of the Pode^ti 
at Florence, and the pupils of Giotto, wi& restorers, 

have effectually reduced the v^ue of this portkm of tiie fre^. 

Whatever may have been Giotto’s reputa&m previous to the 
completion of this noble work, it co\M not but have mcrmsed it. 
In the wealthy Padxia he was acknowledged and rew^ed by 
numerous commissions; and the frescos recently recovered in 
the Santo, or church of S. Antonio, not merely testify in favour 

^ A part of the left side of thsf fresco is dajpaaged aod the intomeo 
One of the ^posUes and half anotb^ ffif© obliterated; and 

likewise sev^r^ figures bmeath 

* She wears a gold tnnic ami white maaitle. 

» Many figures in the procession are gone, otb^ damaged, and m some 
t^ac^ the intonaoo thr^t^as to drop. 

* Yet here, the face Is tha^ of a man dder than the ao-called port^t 

of Giotto in the of ^ Podestk at Florenoev certainly contradicts 

the words of Benvenuto da Imola, wh^ desmfee the painter as “ satis 

invciaik.” _ 

* The colour here is in part idt^rech in part obhterated. Three 

of a more modtem khWI seem painted over omers of a hotter sty^, of wliich 
the vcBt^es can eilM be {hstn^ui^i^d. 
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of his industry and skill, but confirm the statement of Michael 
Savonarola as to his prolonged residence in the city.^ 

The church of S. Antonio was commenced about the middle 
of the tliirteenth, and finished, with the exception of the cupola 
over the choir, in the first years of the fourteenth century.^ Giotto 
painted in the chapter-house incidents of the lives of S. Anthony 
and S. Francis.® But the edifice having been thrice burnt out in 
1304 , 1567 , and 1749 , these paintings were destroyed or mutilated 
by repairs. A new vaulted roof was built beneath the original 
ceiling ; and the principal subjects, which doubtless were placed 
above the painted comice at present visible, were lost. ‘‘ The 
beautiful chapel,” which Vasari was still able to describe in the 
sixteenth century,^ was thus altered in shape, and now forms a 
species of hall in the vicinity of the sacristy, lighted from the 
cloisters of the old convent. It was apparently whitewashed after 
the change, and is now in a state not unlike that of the chapel of 
the Podest^ at Florence. Still the drawing and movement of 
several beautiful figures enable the beholder to admire Giotto’s 
talent in reproducing maj^tic form and variety of individual types. 

Entering the hall from a door recently opened from the sacristy, 
to the total destruction of some amongst the remaining frescoes, the 
spectator may still see the remnants of six figures in niches, supported 
on a painted comice and separated from each other by painted pilasters. 
In one he will see the standing figure of S. Ohiara, whose face is one 
of the least damaged in the building. In others S. Francis, without 
hands, md repdmt^ as to the feet, but fairly preserved as regards the 
head part of the face of an aged saint, of stem features ; — a. much 
dama^d representation of a prophet, and an equally damaged one 
of a personage crowned with a diadem. On the opposite wall, at 
each mde of an altar, in similar niches, three figures ; — one of an aged 
perscm of a grave a^>eci^ much altered by damp ; another of a youth 
hoMing up his hand as if in the act of speaking ; S. Anthony with a 
^roU in ma hand, partly rubbed out and partly restored ; and a portion 

^ tanfcum digaitas civitatis eom oommovit, ut maximam suae vit© 
partOTi ia ©a ooasummav^t.” Micha^ Savonarohe OommMariokiSj De 
Faiamm, in Musatobi, Scrip, rcr, ItaL, tom. zxiv., p. 1170. 
wrote in 1440. Vasari mahes Giotto pay two visite to Padua 
(¥c 4. i, pp. and 334). In the second only, asoeording to ^e Aretino, Giotto 
painted Mie Baato^ ocmmissionod for purpose by tbe SeaJigeri. 

® ** Anno M.<xX3.vii opm iHud p^ectum BBBHAmniNi ScLym®ONn, 

Fe^ m by J. G. Grmvb Bat., foL), voL vi., 

p, iii* p ItM. Baaj^nojyi^ (P.J, &c., M Fa^km (Svo, Pad., 1705), p. ^3. 

* *^Oi^iWiiiMiaoAnionnw>»kie^amfGk^)sic<TOa^^ ^voHauoLA, 

Ce*®., Mo®., vdl aociv.^ p. 1170 . 

* VAB&3KI, itA. i, pp. 323-4. 
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of a painted skeleton.^ Little has been saved of the painting on the 
wall to the left of the entrance, except the two lunettes. In one of 
these, S. Francis receiving the Stigmata from the Saviour in the form 
of a Seraph, we have the mere outline of a composition similar to that 
of the picture in the Louvre ^ by Giotto. In the other, besides the 
Annunciation, the Martyrdom of the Franciscans at Ceuta is partially 
preserved, and the tyrant who orders the execution may be seen 
enthroned in the centre of the space. In the Annunciation, the figures 
of which are diminutive, it is worthy of note that Giotto express^, 
in the face and raised arms of the Virgin, a certain surprise and terror 
at the visit of the angel : a new mode of representing the subject, 
which moved Vasari in another place to some wondering remarks. 
It is characteristic of the haste with which he wrote that, whereas he 
might with propriety have made thc^ remarks upon the Virgin at 
the Santo, he lavish^ them upon a picture falsely assigned to G^iotto, 
and now proved to be by Lorenzo Monaco.® 

It has been affirmed that Giotto also painted in the great Salone 
of Padua.”* In one of the compartments of the hall, to the right 
of the principal entrance, is a figure of an astronomer seated, 
beneath which the name of Giotto is inscribed. Yet neither this 
nor any other fresco, in the vast number wffiich now^ decorate 
the walls, is in the manner of the great Florentine master ; and 
whether it be true, as the Anonimo affirms on the authority of 
Campagnola, that the painters "were one Juan Miretti and a 
Ferrarese,^ it is certain that the Salone, as it is now, was adorned 
by several hands, a part of whom were under the influence of the 
Giottesque manner at the close of the fourteenth century, and the 
rest were without tincture of it. 

From Padua to Verona was for Giotto but a step ; Mkd Vasari 
states that he painted there, for Can Grande, a portrait and otiier 
paintings, and for the church of San Francesco an altarpie<^ ; 
but neiflier painting nor records exist to confirm this portion of 

^ The figures in two ol tfie nicbes are gone. 

* “inie ou^ines and first jueparation in v^rde are alone preserved. 

* Vasaju, voL i, p. Sll. more mystic Ang^co rejected ifeis form 
of expres^n in the Virgin Annunciate, which may be seen carried out in the 
arch leading to the Chapel del S 6 M 3 r 8 an 8 nto in Low^ Chxirch of 

* RiccoBAino Febbar^b, in his C<fmpilaiio Ckrmohgioa^ mys : “ 

piotor eximins Florentinas agnoscitnr . . . teetantnr opera facta ©nm in 
©ceiesns minomm As^d®, Arimini, Paduae, ac per ea quae pinxit Palatio 
Comitis Padiwe et in Armm Padr^’* Muba'TOBI, Rer. ItaL /Script, 

tom. ix., p. 225. RicoobaMo died hx 1313, and paintings of Oiotto must 
ther^ore have been executed joreviouB to titxat tima See JOcheb {C. Q-), 
Qdeh^ten-Lexieon (Bremen, 1810), and Mubatobe’s preface. The Salone was 
homt down in 14^. 

® Akonimo, mp., p. 28, 
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the Aretine’s biography.^ Ferrara was equally close to Padua; 
and here also, according to Vasari, ^ he produced various paintings 
in the palace of the Duke of Este and in the church of S. Agostino. 
But the same disappointment will befall the student at Ferrara 
as at Verona. At Ravenna, however, he will find, not the paintings 
of the church of S, Francesco,^ which no longer exist, but those 
of a ceiling in the first chapel to the left, in the church of S. Giovanni 
Evangelista.^ Here Giotto depicted, in a rectangle cut by two 
diagonals, at the centre of which the Lamb and C5ross are painted 
in a medallion, the Four Doctors of the Church and the Four Evan- 
gelists, enthroned and facing each other in the angles of the ceiling, 
and above them the symbols of the Evangelists. Though much 
damaged by restoring, and veiled as it were with a greyish glaze, 
there can be no doubt of the authenticity of this fresco, in which 
Giotto exhibited all the qualities of which he was so complete a 
master in his prime — nobleness and choice of form, nature in 
acrion and movement, individuality of features, and manliness of 
expremion.® 

Many churches and edifices in Ravenna are adorned with 
pidntii^ attributed to Giotto, but they will not bear the test of 
examination, any more than those of Pomposa, which Federici 
assigns to him. like those of S. Maria in Portofuori outside 
Ravenna, and in the ex-chapel of the abandoned church of Santa 
diiara (now attached to a riding school) in Ravenna itseH, these 
painting are by humbler artists, as there may be occasion to show. 

* Vasabi, vol. L, p. 324. * Ibid. ® Ibid. 

^ SS. Ambrose and John sit facing each other in one compartment, the 
formea-, wi^ his hand on a scroll, looking at the Evangelist, who holds a book 
haM op&a on a desk in front of him. 

S. Angtstane, who reads in a book, is inspired by S. Matthew, who mends 
hfe pm. S. Jerome reads, whilst S. Luke holdmg a pen looks at him. 
SL sits with his right haiwi in the act of enforcing speech, whilst S. Mark 

^ts pmrive with a pm in his hand. Each of the figures has a gold nimbus, 
luiid the background is a starred heaven. The symbolic figtires above each 
hcdd a book and are nimbed. The Lion is fine, the angel in admirable repose. 
Yet all these figures have been retouched- 

* [Yshtubi, cat, voi. v., p. 407, appears doubtful of th^e fr^coes. 

excludes them from Ms list of pictures.] 



CHAPTER X 

THE PERUZZI AND BARDI CHAPELS 

Amongst the potent famiii^ of Florence in the fourteenth century, 
that of the Peruzzi was most distinguished, for the extent of its 
trading connection, the greatness of its fortune, and the geneiwity 
with which it patronised the church of Santa Croce. From the 
time when that edifice first rose from its foundations,^ the Peruzzi 
subscribed largely to its erection, and built at their sole expense a 
chapel or sacristy, which was adorned with frescoes by Giotto ; * 
nor, says Cesare Guasti,^ did the reverence of the family for 
those sacred walls and for art diminish with the lapse of years ; 
but there came a time when that reverence was obscured by a 
fatal niggardlin^ : when to restore meant to destroy. So when 
one reads on the floor of the chapel that Bartholommeo di Simone 
Peruzzi bistattrabb wbcit ad. md.ocxtv.,” he will gu^ that 
the brush of a common whitewasher rutiilessly passed ov^ the 
scenes from the life of S. John the Baptist and S. John the 
Evangelist which Giotto had painted cm the walls.* In 1841, 
the Dance of the Daughter of Herodias was r^ued from oblivion ; 
later, the Ascension of the Evangelist was brought to light ; and 
finally, at the commencement of 1863, the rest of the scenes was 
restored. The admirer of Giotto may now contemplate the fiufeest 
series of frescoes which he ever poduced — a series which justifies 
all that has been said r^pecting the grandeur of his style, whose 
obliteration by whitewash is an opprobrium ami a stigma not 
only on the person who ordered, but on tlie country which aibwed 
it. The recovery of these paintings may iiMieed be Bmd greatly 

1 May 3, 12M, 

* At what time it is diffieialt to say ; hat it is proper to iK»te ^lat, aeecMrd- 

ing to a record of 1307, ailoded to by Bicsha, C^em voL L, p. 13, 

Giotto was then in Florence, wh^ he made a dona^on to tfc^ company of 
Orsanmich^b. 

^ OpusKXtUf ttbi sfup., p. 6. 

* This is confirmed by the faert that, whan in 1677, pnblished 

the BeUezsse M by Bo<x^ wi^ new oommmts, <he pdntings of the 

pMiiKci Chap^ were in ecdsteiioe, whilst, in 1754, wImii K^icha pnfotia^bed 
his Gkie^ ^ormime, th&y wme no longer viable. 

2 ^ 
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to enhance the merit of Giotto and, in proportion, to lessen that 
of liis 8uccem>rs in the esteem hitherto extended to them. They 
are the vouchers which clear contemporary admirers from the 
charge of exaggerated admiration and unwarranted flattery, and 
which, whilst they vindicate the judgment of the fourteenth 
century, remove the doubts of modem critics, reduced hitherto 
to assign to Giotto creations not above mediocrity. 

Passing by eight half figures of prophets in the vaulting of the 
entrance arch,^ many of which are damaged by restoring, passing by 
also the symbols of the Evangelists in the ceiling, the spectator meets 
with two series of subjects on the wails of the chapel. One side is 
devoted to the life of the Evangelist, the other to that of the Baptist. 
In the lunette of the latter, Zacharias stands on the steps of the altar 
waving a censer, with two lute-players and a piper behind him, when 
suddenly and to his great emotion — for he draws back with astonish- 
ment in his face and movement — ^the angel, winged, lithesome, playful, 
appears under the altar porch, and gives him the news. Two women 
behind the angel are witnesses of the miracle, the youngest of whom 
points out the wonder to the other, who, more aged, seems absorbed in 
thought and tremulous with fear. The lower course, divided into 
equal parts, shows us a gmndiose composition of the Precursor’s birth : 
S. Elisabeth, lying in a cla^c attitude (head repainted) and hardly 
attending to the question of a maid behind the bed, near whom another 
maid, with a vase in her hand, gracefully bends her head and looks at 
a gr:^d figme with his back to the spectator.^ A partition with an 
opening in it separates this from the next scene, where Zacharias, to 
the left,® writes the child’s name in a tablet on Ms knee. He glances 
as he does so at the infant, held up naked before Mm ^ by a male and a 
female figure, behind whom stand three others. Beneath again (third 
m low^t cour^), Herod sits witii two guests beMnd a table in a 
beautiful portico, whose slender pillars are pointed with statuettes. 
In fjxmt of him, a soldier presents the niml^ head of S. John the 
Baptist on a plate. The graceful daughter of Herodias dances in 
front of the table to the sound of her own lyre, timing her touches and 
steps by the strains of a viol played by a youth who stands to the left 
of tiie lecture. Two figures behind her contemplate the dance or 
mmmme as to the execution ; whilst, to the right, Salome kneels with 
the head before Herodias, In tiie lunette of the opposite side, the 
Ykion of Patmos is depicted : the Evangelist asleep on a solitary rock ; 
above him in a cloud are “ the Son of man ” holding in His hand a 
scythe, m His r%ht, the angel calling on Time to reap,® the travailing 

^ daiBaged those in th^ oentre of the vaultiag. Some ajre 

all but mm. 

* Whose hmd md. hair are muoh damaged, 

* The hei^ hair, aad modi dama^d. * It smiles. 

* chap. xiv. 14, 15. Savkjiir is youthful, with long beard 
find hair, hut much dbmiagech 
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woman pursued by the dragon,^ the mystic child in its cradle, the angel 
and the four beasts,^ the whole much damaged and repainted. Beneath 
this, a splendid composition represents the Resurrection of Drusiana ; 
the saint on the left of the picture, with one kneeling at his side ; two 
followers ; a cripple on crutches and two other spectators behind ; 
in front of him the kneeling relatives of Drusiana, who has risen on the 
couch held up by a bearer behind her ; the priests and clergy. Finally 
in the lowest course, the resurrection of the Evangelist. 

Giotto was seldom more classical in composition than in the 
apparition of the angel to Zacharias, seldom more true to the 
scriptural text which he had to illustrate.® It would be hard for 
any artist to render more obviously than here the troubled look 
of Zacharias as he waves the censer and shrinks for fear before 
the heavenly messenger. No painter of the time could have given 
a finer form to the angel, or impressed more firady on the face of 
the pensive female the idea of anxious thought. If from this 
scene the spectator passes to the Birth of the Baptist, he will 
admire the grandeur of the compc^tion, the antique pose of 
Elisabeth, the juvenile grace of the females at her bedside, and 
the masculine force and concentration of the standing figure. 
The grave Zacharias, close by with his legs crossed, with penetrating 
glance directed towards the fine and graceful naked babe, in a 
noble attitude and draperies, will remind him of the classicism 
conspicuous in the statuary of the Greeks. He will be struck by 
the natural motion in the aged man who grasps the infant’s shoulder 
and points with his right hand, evidentiy intending to attract 
the parent’s attention. He will be pleased by the portly stature 
of the woman, who looks on to the right smil^ He may 
grieve at the fact that in the whole of these three compositions tbe 
backgroxmds have been so repainted by the restorer in heavy ton^ 
as to damage the general aspect of the whole, to deprive the fibres 
of aerial perspective and the outlines of their softness. 

Although little beyond the outlines of the splendid composition 
of the Dance of Herodias is preserved, it cannot fail to <K)nvin(^ 
the beholder, not merely that Giotto displayed a fanl^ess precMon 
of arrangement, but that he abamioned in a great mea^ire that 
generalisatioB of certain features which characten^d hfe 
works. In no pictare by Giotto were the figures distributed with 

* Hdv^ation, c^ap. ; tb© ^ in & earadJe a4 tsear sid© ; sb© 

featfees of the dragcMa. * 

* Slack hoMiog the nosferik, opening or rioamg the mouth, of a 

monst^. 

* S. Luke, chap. i. 
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more porfocfc the groups bound together more naturally, or 
the age, action, and attitude of each person more truly weighed 
and considered. Seldom, even in later times, had a fitter move- 
ment or a more comely face been produced than those which mark 
the viol-player. None but a painter capable of retaining in his 
memory the happy mood, the free attitudes of youth, could have 
render^ so truly the firm pose, the elastic bend of arm and finger, 
the open and mirthful glance ; for the player looks at Salome as 
she dances. His eyes are no longer of the long, narrow, conven- 
tional form, but drawn, in perfect accordance with nature, with 
a round iris and a canthus of the exactest form. His features, 
foreshortened as he looks up, are rendered with perspective truth ; 
and the chin and neck are noble and elegant. The purest profile 
is given to Salome, kneeling before the pregnant Herodias.^ Sur- 
prise is ably depicted in the full face of Herod’s guest, who sits at 
the end of the table with a knife in his right hand, and the left 
raised in wonder. That such beauties may yet be traced in a 
fresco mutilated as this is, speaks for the greatness of the painter. 

But Giotto surpassed himself in the next series, where, if we set 
aside the compodtion of the Vision, much damaged by various 
accidents, the miracle of the E^urrection of Drusiana and Ascension 
of the Evangelist will be found to display a severe and classic 
grandeur which, in spite of the absence of hannony of eolour,^ 
is marvellous in the century which Giotto illustrated. The Resur- 
rection, indeed, shows Giotto in all his strength and greatness, and 
in the fuU^t possesion of the true maxims of composition and 
hMmcmy. It proves how deeply he considered, how aptly he 
rendered, individual character and action, according to age, sex, 
and qudity. life and animation are in the kneeling females 
6^ the Evan^ist’s feet, but ptrfeicularly in the graceful one kneel- 
ing in whose fac^, whilst it is obvious that she cannot see 

tibe performaaoe of the miracle on Drudana, expre^es in the noblest 
munnar the faith which knows no manner of doubt. See how true 
is fee figure and form of the cripple ; ^ how fine the movement of 

Til© bead Hdct>dias3 is a outline, aa 3 fcd timfe of Sdome, krteeling 
beioi© ber, lias fresimees of its colour, but has great beauty of form, 

m wei as fd The hand of Herod is damaged, as m likewise the 

hi«d oi ^ samt in the hiimkF of ib© soki^. Tl^ form of the viol-player 
k m MtH© hcoad. B^nnd Imn in the backgroimd is a hne (kuable- 

sloaed mpmm ieywm. 

* Til© ©oleur is seated by sdsrasifm and retoudied m many places, and 

the rdrsi^ed. 

* Bh mwm md are repamled. 
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Drusiana ; ^ how interesting the group on the right in the variety 
of its movements ; how beautiful the play of lines in the buildings 
which form the distance — how they advance and recede in order 
to second the lines of the compc^tion and make the figure stand 
out. Everything is calculated to enliven the scene; and here it 
is an advantage that the houses and sky are less repainted than 
the rest of the frescoes in the chapel, and the groups appear more 
truly in their places. 

The Ascension leads the spectator to the contemplation of a 
still more severe and classic scene. The legend of S. John the 
Evangelist declares 

That the favourite apostle, being on the verge of ninety, ascended 
a lofty mountain after praying his disciples to dig for him in the church 
a deep grave. Finding on Ms return that Ms followers had yielded 
to Ms prayer, he threw his mantle down into the opening and, descend- 
ing, composed Mmself there to sleep. His disciples after a time judged 
that he was dead, and as the morning broke, a crowd gathered to see 
the body. But when the disciplos looked into the grave, S. John had 
disappeared, and nothing but Ms sandals betrayed that he had once 
been there. 

Giotto imagined S. John rising from the tomb in the centre of 
the church whose lines are broken by the descent of the Saviour 
and his celestial guard, who, stooping, help the aged apostle to ascend 
and sh^ around him the rays of their glory. To the right of the 
opening, a prostrate form seems to have been strack dowm by the 
w^ondrous brightness that prevails, and hides his head in his hands. 
Another, looking up, is forced to guard his eyes with his palm. 
Behind appear the ministers of religion with the Crc^, the book, 
and tapers. To the left of the grave, one stands with his finger 
to his mouth in doubtful thought. Immediately in front of him 
an aged disciple bends an inquiring glance into the grave ; a third 
in rear of the latter has looked, and seems to rise fxom a stooping 
attitude with an expresmon of (K)nviction. “ Here he is not,” he 
s^ms to say. A fourth, satisfied, express^ wonder ; whilst a fifth 
looking up is surprised, for he S. John a^)ending. In these 
five figures, Giotto realised a s^u^ce of ideas as plainly almost as 
if he had spoken ; and this is one of the greatest triumphs art. 
Who will not that the maxims applkd by the painter in the 

^ What ehoB h& ol the here, whe tmkm DrumiMia point with 

her huger towards the jliTa£ig€&t ! — a which Giotto would 

have conceived. 
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Miraculous Heding of the Sick Man at S. Francesco of Assisi are 
here applied with increased power ? Raphael alone in “ the School 
of Athens ” carri^ out with succ^ the same principle.^ The 
applied to a single group were maintained at the same time by 
Giotto in the connection of each group with the other, and \^1th 
tlie ^hitectuie, to which he gave light and pleasing proportions. 
As solitary figures, it would be difficult to find one more grand than 
that of the ascending apostle, one in finer and more energetic 
movement than that of the prostrate disciple, or one more natural 
than that of the man veiling his eyes against the light emanating 
from the Saviour. Not less remarkable is the ability with which 
Giotto repeated in this fresco the same figures as appear in the 
Resurrection of Drusiana, but in different attitudes, movement, 
and expression. The pr^rvation of this fresco is not good; 
and it is again surprising, not that one should find in it beauty of 
compc»5ition, but that the impress of the painter’s thought and 
versatihty in expression should still be there. Yet this is so, and 
to Giotto, for these works aJone, must be awarded! this praise, that, 
having studied and thought out every possible phase of his subject, 
he displayed them ail in composition, movement, expression, and 
design. Happily for the student, this fr^o has only been partially 
restored ; the figure most damaged by this operation being that 
on the right in profile. The r^torer, having gone so far, perceived 
that he was only spoiling the fr^o, and left the outlines of the 
remainder as he found them. It may therefore still be observed 
that the picture was painted in large and few portions on a surface 
erf exc^ve smoothne^. Hie broad and weli-modeUed shadows 
were painted in with a soft ashen colour, merging through clear 
half tints into broad ma^ve lights, the whole nicely fused together. 

In Santa Crooe, Giotto painted no less than three chapels b^des 
that erf tim pOTizzi ; those of Rodolfo de’ Bardi, of the Giugni, 
and the Todb^ and Spinelli ; * of tiie two last, the fr^coes still 
Ttmiiun urri®r whitewadi, but that of Ridolfo de’ Bardi has been 
scraped, and the frescoes both of the walls and ceilings are once 
mam ^qioeed to view. No reexirds of the Peruzzi family exist to 
show at what time tiieir chapel in Santa Croce was erected ; but, 
m Gmm Guasti vary taffy obeervt^,® it cannot be su|^posed that 

* la Hi© gemm of witii his 

* Tasam, i, p. SIS. Ih the Qiogni, th© of vsrioo® saints. 

In Hi© ms&am ol the Mf© of — her Birth and Martiag©, tfe© 

AmmmAAm, of Hi© Magi Ih© fteeeiatatioii m th® ^ 

th® ol ^ — wmm depleted. 

* p. 
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a temple so vast and sumptuous as this of the Franciscans of 
Florence should have been so far advanced in the opening of the 
fourteenth century as to justify Vasari in affirming that the chapels 
painted by Giotto were finished previous to the frescoes of Assisi ; 
and it is much more likely that they were completed after 1307. 
This view is amply confirmed by the paintings themselves, and by 
the few facts which are known of Ridolfo de’ Bardi, a nobleman 
whose father, Bartolo, had filled the highest offices of the republic 
in the thirteenth century. Ridolfo was bred in his youth to the 
profession of arms. He fought against the Ghibellin^ led by 
Louis of Bavaria,^ and was conspicuous amongst the patriots who 
urged the war against Mastino deUa Scala. Almost ruined by the 
insolvency of Edward HI. of England, yet still so powerful as to 
rouse the jealousy of the Florentine, his family preserved its 
influence, conspired against the State, and tasted the bitteme^ of 
exile. Brought again to the verge of financial ruin in 1342, they 
acquiesced in the tyranny of the Duke of Athens, succeeded to 
his power, and shar^ his fate. Ridolfo’s father only died in 1310 ; 
and it is unlikely that his son should have had occasion to divert 
any part of Bartolo’s wealth to the adornment of the family chapel 
before he b^jame sole master of his actions. At what period a 
man so busied, as was Ridolfo with public and private affairs, found 
time to think of building and adorning a chapel, it would be useless 
to inquire. It is sufficient to have fixed a date after which, only, 
Giotto could have been commi^oned to paint the walls of the 
Cappella de' Bardi. Ridolfo, like naany oth^ nobles, seems to 
have affeetei partiality for tiie mendicant mrifer, as it afforded an 
outer show of humility, u^ful Ihou^ unreal. Has mn Giovanni 
died a Franciscan at ; * and Ihe chapel was exclusively adorned 
by Giotto with episodes of the life of S. Francis. In three course 
upon two of the wdOb, he repre^nted the Saint Surrendering his 
Worldly Substance, the Insiitulion of the Order, the Orde^ Fire 
before the Soldan, the Apparitim to Anthony ci Padua at Arks, 
the Transfer to S. Maria d^li Angeli, the Bishop’s Dream, and the 
Death of S. Francis. 

In the first of these whkh wvered the lunette to the left 

of the entrance into the chapel, Giotto cloeely followed, yet improved 
the subject as reprinted in the Upper Church of Assisi. The angry 
father, held back by the ooiasuk and his friends, seems d^brous of 
darting at his son, whoi^cioth^ he holds in his arm. But S. Francis 

J 1327, * Cbsabb Guasti, OpuscoU^ p. 28. 
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is already under the protection of the bishop, who covers his nakedness 
with the episcopal mantle. In form, the saint is youthful and more 
agreeably depicted than at Assisi. The subject also, as given in the 
legend of S. Buonaventura, is at once better composed, yet more literally 
carried out, than before. Two principal groups occupy the sides of 
the picture, and the attitudes have the nature and harmony which 
might be expect^ from the progress made by the painter in his career. 
The children on the left are held back by a woman who strives to 
prevent them from throwing stones at the naked youth. Another 
mischievous varlet on the right has been caught by the hair as he 
threatens to stone S. Francis, and is restrained by a priest of the 
bishop’s suite. The idea, only in embryo at Assisi, is thus fully 
developed here, in the very words of the legend.^ In the opposite 
lunette S. Francis may be seen kneeling before the Pope, who, sitting 
enthroned with two bishops at his side, hands to him the approval of 
the ml^ of the order. The principal charm of this composition lies 
in its simplicity. It is much and irreparably damaged ; but in some 
parts it still preserves some of its original character. 

The Soldan may be seen, in the course below the first lunette, seated 
on a throne and energetically pointing out to his reluctant imams the 
example of S. Francis, who approaches a fire with the intention of 
passing through it, to the astonishment of the attendant monk who^ 
and look are those of doubt and hope. On the left, two 
attendants of the Soldan endeavour to encourage the infidel priests 
to imitate the firmness of S. Francis, whilst they retire with consterna- 
tion in their faces. The energy of movement and expression in this 
much damaged fresco is remarkable.* 

The Apparition of the Saint to Anthony in the church at Arles was 
given with less energy by Giotto in the Bardi Chapel than by the painter 
at S. Francis, in the latter, being of imposing stature. The 

expr^^ion may have been better in the frSsco at Florence, but this has 
b^n im|mired by damage and restoring.^ 

As S. Francis was carried on his 1^ of itickness to S. Maria degli 
Ang^ he stopp^ at a hospital on the roadside, and ordering his 
attend^ta to turn his h^d in the direction of A^isi, he rose in his 
Kiter and said : Bk^sed be thou amongst dries ; may the ble^ing 
of God to tiiee, 0 holy place ; for by thee shah msmy souls be 
saved ! ” a^ having said this he lay down and was cariW on to 
S. Maria degH Angelil On the evening of the 4th of October his death 
was revealed at fhe very hmur to the BShop of Asdd on Mcmnt Gargano. 

* “ iiBjpeidbaat, ^ maam et denamti damo^ 

vodb«i8 BuoHAVSimTBjL, cap. 2, pp This luaett© at 

the Bardi has from whitewaali, but is that which has recdved the 

The backgrota:^ ^ of a fine ardiitectuxe. 

* These %usc» are in great piyrt re^^mted, ameegBt the rest whcde 

df the hadEgpMid, and the loirsr the %isre of E. Fiancm 

* 8L m both ireseoe^ appears » the <d the 

m the iMtiaie of & at the left end of £i ; whM 

^ of Imsi is aeaied In a triple row alo^ ^ 




Aimari. 


THE RAISING OF DRUSIANA 



JOHN EVANGELIST, ON PATMOS 


S. Croce, Florence. 






THE CONFIRMATION OF THE RULE OF S. FRANCIS 





Alinan. 

THE APPARITION OF S. FRANCIS AT ARLES 



S. FRANCIS BEFORE THE SOLDAN 


Giotto, 
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These two subjects Giotto represented in one fresco at the Bardi, as 
they had already been given in the great sanctuary, but in a fonn 
more truly in accord with the maxims of art, inasmuch as the Saint 
at the Bardi does not turn his back to the scene of the Vision. A friar 
raises the curtain of the bed as S. Francis sits up with his hands in 
prayer. Another, at the foot of the bed, reads a canticle, whilst the 
rest of the brethren stand around grieving. Close by, the saint appears 
at the foot of the couch, on which the bishop sleeps, and is seen by an 
attendant crouching at the head of it. A second attendant sl<^ps at 
the foot. little of the original design remains unimpaired.^ Where 
S. Francis, on his deathbed, lies outstretched and bewailed by the 
brethren, the incredulous Girolamo kneels at his breast, and puts his 
finger in the wound. Two monks kiss the dead saint’s hands, two 
more his feet. Four behind the litter stoop, looking at the corpse 
with expressions of grief and regret. The clergy, with tapers and 
cross, stand at the foot, whilst the funeral service is read at the head. 
One monk, looking up, sees with wonder the ascent of the saint to 
heaven in a glory supported by angels. In the composition of this 
scene Giotto produced a masterpiece which served as a model, but 
too often feebly imitated by his successors. Good arran^ment, variety 
of character and expression in the heads, unity and harmony in the 
whole, make this an exceptional work of its kind. As a composition, 
worthy of the fourteenth centu^, Ghirlandaio and^ Benedetto da 
Maiano both imitated, without being able to improve it. No painter 
ever produced its equal except Raphael, nor could a better be create 
except in so far as regards improvement in the mere rendering of form.^ 

The ceiling of the chapel, cut into four by diagonals, is adorned 
with the three virtues peculiar to S. Francis, and proclaimed by 
the brothers of his order.^ 

^ After the fresco was whitewashed a monument was placed agaii^ the 
wall which cut away the whole of one, and the greater part^ of the other, 
figure of S. iVjmcis, besides one half of tiie monks on the l^t mde of the first 
subject. Tl]® remainder has suffered from refcoiKdiing. 

® A tomb had been placed against this frescjo after it was whitewa^ied, 
which has damaged the three figm^ kneding in front of the bed and part of 
the stimding ctergy at its h€®d and foot. One may mark two ap^Tiators on 

extreme Mi of the picture, one of whom, acconiiag to Vasan, is Arnolfo, 
the architect of S. Ooea S- Frands in the glory is new, but the angeh ^re 
in part preserved- *I1ie rest has aJS been more or retoiiched ; amd no 
jnefement can be given as to ^le ooteur of or any oth^ these works. 

• Pov^ty, aawi Obedience, and S. Francis in gjbry, occupy ^ch 

a ^f>ace in the oeiliiig. Poverty, a lean but graeeW crown^ with 

roses aiKi briars, is dressed in a tsu^^red garment, boemd to the waist by a 
oMrd. In her Idt hand fiii© i^uries a stksk with wMdb ^b© eeete not to defend 
l^pself from a dog that barks at her. It k a fig^ wh^i, fees damagf^l 
than many in the chapel, disdoees the vranraSalty of Oiot^ m remteing a 
subject sdready differrotly fareat^ at Asei®. figure is, like it® com- 

pj^ytiiwW] in a pentagofu of curves. Obaslity, a mantl© covering^ Imr 

head, is seen from behind, in her tower, with two ang«^ flying at her sides. 

I. B 
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At the sideB of the altar, and in the entrance vaulting of the 
chapel, sainta are represented, of which a S- Chiara best preserves 
its original character.^ 

Tlie church of Santa Croce was quite a museum of the works 
of Giotto ; for, besides his frescoes in the private oratories of four 
or five great Florentine families, it contained a vast picture on 
panel with which the Baroncelli adorned their chapel. A sepulchral 
monument,^ to the right of its entrance, contains an inscription 
to the effect that, in February 1327, the chapel was completed by 
Bivigliano Bartoli, Salvestro Manetti, Vanni, and Pietro de’ Baron- 
eelli in honour of God and of the Virgin Annunciate to whom it 
is dedicated. It is not to be assumed that Giotto’s altarpiece 
of the Coronation of the Virgin in the Baroncelli Chapel was executed 
in 1327, for it may have been finished earlier ; ® but as to this no 
proof exists, the date w^hich Vasari describes as accompanying the 
name of the painter having disappeared,^ no doubt, wben the five 
panels composing it w’ere set in a new ornament by which part of 
the central one was shortened at the summit.^ No traveller to 
Florence will have failed to visit Santa Croce or to study the Baron- 
c^lli altarpiece. It was long a standing piece for the critics of 
Giotto’s style. It will therefore be needless minutely to describe 
the beauties of the principal group, the Saviour crowning the 
Virgin, or the varied qualiti^ of the attendant saints and angels. 
It may be sufficient to note the calm kindling, the tender solicitude 
in the action of the Saviour,^ the deep humility in the attitude and 

Obedience is symbolisod by a friar with a yoke and his fingers to his lips. 
S. Francis with his arras up shows the Stigmata. These three figures, on blue 
ground, are all more or less retouched. 

^ At the altar sides the two SS. Louis, Elizabeth of Hungary, and Chiara. 
Of S. Liouis of Toulouse, the hand with the book is new. The S. Louis 
King is quit© imw, S. Elizabeth alrnc^ completely so. The figures in the 
vaulfiuig mostly renewed. 

* In fityfe not unlike the work of Andrea Pmtno* In the Archivio Centrale 

di State at Fk>renc© is a velliim, originally in the Strozzi Collection (No. 1 102), 
on which is a fine draw^ of a naonun^nt, of which the gabled point is 
etu^ed in larefoil — on which trdFoil are the Baronc^Ii arras. On the back 
of Hie v^um, in character of &e tame (*.€., fourtemth century), is written : 
‘‘Carta <^o© essmamo della forma © raodo d^ls cap» ch© Tano © Gh^ardo 
Baitmeelli f©(»ro fare in S. Croce p€^ e per li descendenri loro.” This 
rai^munMat, now longer in ©ristenoe, was probably at the ride facing the 
preaent tcmib. notice duetto Gaebano Milanesi. 

* pOr iator.J 

* Bemeaiyb the ocwmice on which tlie five panek reat are the words : “ ofus 

* Tte madb in the fifteenth 

* 'ffif h mm p<^ted, the a departere few 

the wmi mm lew tld» mlh^sed % the moeferm 
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exprcHaion of the slender Virgin,^ and to point out that Giotto was 
e(|ually able in the representation of a quiet religious scene and 
in the expression of dramatic power or playful incidents. Let the 
student mark also how admirably the idea of a heavenly choir is 
rendered ; how intent the choristers on their canticles, their prayers, 
or their melody ; how quiet, yet how full of purpose, how char- 
acteristic and expr^ive are the faces ; how appropriate the grave 
intentness and tender sentiment of some angels ; how correct the 
action and movements of others ; how grave yet how ardent arc 
the saints,^ how admirably balance the groups. Nor \^iU he pass 
by without more than a cursory glance the five figures in the lower 
hexagons — the Ecce Homo, with a broad thorax and wasted arms, 
calmly grieving, but a type reminiscent of more distant times ; the 
wild, austere, and emaciated Baptist, with his long unkempt locks, 
and sraas reverently crossed on his naked breast ; and S. Francis 
showing the Stigmata.^ To perfect dewram and repose, Giotto 
added in this altarpiece his well-known quality of simplicity in 
drapery.^ His art as a colourist is not fitly represented, successive 
varnishes having dulled the usual lightness and transparence of 
his work, and sul^tituted a yellow opacity of tone.^ 

Many and important were the works which Giotto executed 
in addition to those already mentioned in the church of Santa 
droce.® A Crucifixion, with the Virgin, S. John, and the Magdalen 
grasping the foot of the Cross, “ above ’’ the tomb of Ckrio Mar- 
zuppini, was by him. The Annunciation “ above ” the tomb of 
Leonardo Aretino was also his work. Both have perished/ Not 
so the panels of the prases in the sacristy of the church, which 

* With the veil pasemg romid the chin. 

® Fin© C 5 ontr@ets are thoe© oi Peter and Moses on tlie left wing, Pawl and 
Abraham on the right. Might not Michael Angelo have been inspired by, 
and did he iM>t exaggerate the type of, Moses standing with the horm on 
his bead 1 

* Two other saints are th^re — one holding a cross, much damage the 

other in wielding a m>zier. 

* [Ybktubi, 0 p. A, voi V., p. 531-^ with many oth^ critics, denies that 

Giotto was hiip^elf the painter of tekt alteirpiefoe. It seems rafeer to have 
been painted in his imd^ his directed.] 

* In the Ecce it m ridribed down, cm© may sriH discover 

the undertone laid m with bcSd a teoad dteibwtem of li^t and 

shade, and greyi^ sha^ws wdft Smed mto Qm half tmm by stifqpling. 
Firfeii restoration and a d^rl^nz^ oi the fin© engraved oiitJi]^ may be 
notkj^ 

* [Among these a S. Fr^cte reeriving tte Brigmata has bem uneovared 
on tl® aich owt^b tli® Biadi €hap^ arai periiaps a Madonna in Glory on 
^le arch cmtsiiie th© ToatngM Chsqp^.] 

^ “ Above ” seefm to indicate a position horizontal, not v^rticaL 
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have {x‘€n prem'ved ; not so the Root of Jesse, the Crucifixion, 
scenes from the life of S. Francis and S. Louis, and the Last Supper, 
all of which fill the end wall of the old refectory of Santa Croce. 
But all these panels and frescoes must be assigned to pupils or 
followers of Giotto, and may as such be treated of more fully later. 
It is indeed needless to swell the list of Giotto’s works in Florence 
with apocryphal ones, when enough has been recorded to show 
his enormous activity J 

The Virgin, from the Frati Umiliati at Ognissanti, may now be 
seen in proximity to that of Cimabue, in the Academy of Arts,‘^ 
and the comparison may serve to show* how^ Giotto transformed 
the art of his time. 


Sitting in majesty on a throne amidst saints and angels, with the 
Infant on her knee,® the Virgin must have appeared singularly venerable 
to the crowds that knelt at her shrine. The picture is of an imposing 
character, arranged with much order and symmetry as regards the 
groups, and harmonious in the juxtaposition of colours. lu it the 
angels have a peculiar elegance of stature and movement, great feeling 
in the expression of the features, and simple flowing draperies. The 
Virgin ana Child are still of a stature supenor to that of the surround- 
ing angels, the Saviour, of that conventional severity peculiar to an 
older time, not the kindly laughing babe of the Stefaneschi altarpieoe 
at Rome, hut still pleasing. In the Virgin, beauty was sacrificed to 
the claims of tradition ; and the consecrated language of old Christian 


^ Besides the Crucifixes of S. Marco and Ognissanti which have been 
noticed, he pamted, in the latte church, an entire chapel, end four pictures 
(VxsABi, vol i., p. 331), one of which still exists in the Academy of Arts 
at FkKrmce ; in the Carinine, it is scud, the chapel of S. John the Baptist, 
of which fr^mmts remain (Vasaei, vol. i., p. 314) ; in the Palace of the 
“ Parfeev^’ a fresco of “ The Christiaa Faith,” csontaining a portrait of 
dement IV., which has pcsished (Vasabi, vol. i., p. 314). In the convent 
of the ntnai of Faenrna, frescoes and lUta^eoes, which disappeared with 
the edifim tiaat contained ; a votive picture for Paolo di Lotto 

ArdiagMii, rm^reemting that parson, his wife, and S. Louis, in the church 
of S. Miwia Mi^iore (Vasaju, voL i., p. 330) ; a small picture for Baccio 
Goiidi, a Florentmo (Vasabi, voL i., n. 330); a small Criicifix for the C^nal- 
doleo© convent of the Angeii at (Vasabi, vol. i., p. 331); an 

alfeiypj^^ for the nuns of S. dor^^o, frescoes in Badia, and the great 
m the Hail of the Palace of the Podeeth of Florence (Vasabi, vol. i, 
p, 64) ; a Virgin whidh Petirardi willed to a friend (Vasabi, vol. i, p. 335) ; 
a Vh^ffit for the Dominicans of Prato, p^ted before 1312 (see note m/m 
as to tb© wiS id mK»dam Pucci, noie to Vasabi, vol. i„ p. 329), 

hj erf ow Eiocsedo ; ^ of whidh have been loot. 

* pio. mj 

* m dH Two angds in fimi, kneeling, present vases 
of %mmB ; two othef% steMling, a box of perfuin^ and a crown. The Infant 
as iisiial hksm^ 
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art was cart^fully preserved. Here again no cliarms of colour seduce 
the eye of the beholder.^ 

The following may suffice for the so-called remnants of Giotto’s 
frescoes at the Caniiine. 

Of the frescoes at the Carmine at Florence six episodes and five 
heads have been published in the work of Patch.® In considering 
such copies, it may be well to remember that the master was so usually 
assisted by his pupils that it is sometimes difficult to judge of pieces, 
which may after all be no more than parts executed under superin- 
tentlence. At the Carmine, too, many followers of Giotto’s manner, 
Agnolo Gaddi for instance, laboured ; and it is impossible to say to 
which portion of the church the fragments belong, which have been 
reproduced in the above mentioned work. Two heads of S. John and 
S. Paul, now in the National Gallery, in London, are remnants from 
the Carmine which most recall the style of Giotto.® Three fragments 
in the Liverpool Gallery, representing a group of Holy Women, with an 
Infant, and the Daughter of Herodias receiving the Head of S. John the 
Baptist, have been so much damaged and are now so dark of outline, 
that, though Giott^ue in style, it would be difficult to affirm that 
his hand produced them. In the Cappella Ammanati of the Campo 
Santo of Pisa, six other parts are likewise preserved. One representing 
a couple of angels, is the fin^t of the collection, but reveals less the 
types of Giotto tihan those of Taddeo or Agnolo Gaddi. The outlines 
are indeed very inferior to those of the great master, and the muscular 
development, the weighty character of the forms, a certain slovenly 
ease in the execution would tend to confirm the opinion that a later 
artist worked here ; and this view may be further strengthen^ by 
noticing the research with which detail is made out to the detriment 
of the whole. Another pbee representing me playing a harp, seems 
necessarily to have bekmged to the Dance of the Daughter of Herodias ; 
but the diffierenee between this and the figure of the player in the 
Peruzzi Chapel is very ma^ed. Other fragments of John the Baptist, 
S. Anna, and a youth, painted evidentiy with a coarse vehicle, reveal 
a far weaker hand than that of Giotto. 

Had Giotto executed but a part of the works which have been 
noticed, it wouM stil be evident that his residence in Florence 
wa^ a long oro. In tihe will erf EiciKXjio he is described as living 
in the par^ erf S. Harm Nov^ ; and this h cemfirmed by a kher 

* Whilst th© has heeo. dowii, naany otitlmes hay© 

T^m^eid and felactoaed, particulariy in ^ to the left, bejarii^ the 

crown, whose fckrehaad ie in rmjainted. As wmh tii© ground is gold. 

» Stke^&m frem 0he WGrht o/ Mamemo Fm Bmiohmmm emd (fob, 

Moretiee, 17*70, 1772^ Part fii, by Thomas Fatoh. 
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document of which an extract is given by Baldinucci.i In the 
earliest years of the century he married Ciuta di Lapo di Pelo, 
and by her had no less tlian six children, some of whom were 
already growing up in 1306, when Dante visited the painter at 
Padua. Tlie poet, indeed, was so struck with their peculiar 
ugliness, that he asked Giotto how it was that he, who could paint 
such beautiful figures, should be the father of such very plain 
children. I paint by day,” said Giotto, repeating a jest from 
the Suiumalia of Macrobius.^ Not that Giotto had studied letters, 
for Dante did not believe that the jest was quoted, but that he 
should thus hit upon a conceit which disclosed a shrewd natural 
wit, created some surprise in the poet. But Giotto’s readiness 
at rei^rtee and his humour w’ere quite as remarkable as his artistic 
talent ; and Boccaccio’s anecdote in the fifth Novella and sixth 
day of the Decanwrone, illustrate it most amusingly.® 

Pamphilus, in order to show how nature at times conceals most 
wonderful talents in men of the ugliest exterior, relates the following 
incident : Messer Forese di Ra&tta was of a short stature, and 

deformed. His face and no&e were flat; but he was so perfectly 
versed in the study of law, that he was considered by many as a well 
of knowledge. Giotto was a man of such genius, that nothing was 
ever crmtm that he did not reproduce with the stile, the pen, or the 
pencil, so as not merely to imitate, but to appear nature itself. , . . 
But though his art was great, he was neither in appearance nor in 
features handsomer than Messer Forese. Both of them had property 
in the Mugello, and Messer Forese having taken advantage of a holiday 
to pay his a visit and ride thither on a sorry horse, met Giotto, who 
had also gone on a tour of inspection and was returning to Florence, 
neither horse nor the hamess of the painter being in any way better 
than those of his neighbour. They joined company, and were both 
caugjb^ i® ® ^ower, which drove them for shelter into the house of a 
fanner. The ram, however, appeared disinclined to stop, and the 
travellers, being both anxious to return the same day to Florence, 
borrowed from the farmer two old clcmks and two hats worn down to 
the weft, and proceeded on their journey. In this guise they rode, 
drowned in wet and stained with splashes, until the weather began to 
cimr, when For^, after listening for some time to Giotto, who could 
always tell a ^ood stoiy, began to look at him from head to foot, and, 
heeding hm own dikirdered ^mdition, burst into a fit of laughter, 
and said : ^ Do you think that a stranger who should m^t you in your 
ppaaent state lor the first tame, wouM beieve that you are the beat 

* # Ftewo BAianruooi Miiain, 18i I), voL iv., p 170. 

» Mamrrnmo na IwDra, mm. m Muaarom, Jl,, voi, i., p. 

* V., vi, vei iL, of Deeam&mmp %dd mp,, pw 
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painter in the world ? ’’ Giotto without hesitation repli^ : “ I think 
that he would believe it, if, looking at you, he should also concliule 
that you knew the a, b, c/’ An answer which caused Me^r Forese 
to a(lmit that he had been amply repaid in his own coin. 

Giotto had iniierited property from his father at Vespignano, 
and added to it by successive purchases. His son Francesco, who 
had been declared of age in 1318, and w^ho took orders in 1319,^ 
represented his father’s interest w^hen the latter w’as absent from 
Florence, and shared this r^ponsibility at various times with 
Nicholas his brother. Bice, one of Giotto’s daughters, vras a lay 
nun of the Dominicans of S. Maria Novella, and marri^ Piero di 
Maestro Franco in Mugello a year after Giotto’s death. Catherine, 
her sister, \vas the wife of Ricco di Lapo, a painter at Florence ; 
Lucia, another sister, w'as betrothed in 1335 to one Zaccherino di 
Coppino of Vespignano. A third son of Giotto was called Donato 
di Bondone.^ 

Giotto’s profession kept him no doubt either confined to his 
shop in the p^dsh of S. Maria Novella, or obliged him to journey 
wherever important commissions might lead him. His family 
evidently lived much on the property in the Mugello, w^hich Giotto 
could only visit on holidays or Sundays. He was proud of his 
superiority in a profession in which he had no rival — at least in 
Florence, and though Boccaccio pretends that he w^as too humble 
ever to assume the title of master,® a story told by Saochetti 
would prove that he considered himself far above the usual run 
of painters. 

“ A coarse artisan, he says, deriring perhaps to enter upon a new 
office,^ appeared in Giol^’s diop foBow^ by one who carried a 
scutcheon. Accosting the painter : ‘ God keep you master,* he said, 

‘ I wish you to paint my arms upon this shield.’ Giotto, considering 
the man his manner, curtly inquired, ‘ When will you have it 1 ’ 

* See g^iealogy of Giotto in BAiniNtTCCi, ubi mp.f vol. iv., p. 107 
and following, 

® BAiniHUCOi, M voL iv.> p. 167 ®ad fnllowm^. was 

Mfcothef dai^to* dnam, 'mho mamed a omrt&m Zumlmmo di Copfino. 
Cf. VABAm iBdit. p. 41S.3 

® NcmMa v., p. SOS, Yet in the allajpieees of the BaroneoHi 

C^b^pel and the Bperalbk wcark m ^orus MAomim jocm.” insaripiion 

of me is pearhape in the of ^ Louvre, we have 

“ arm joon 

* BAismmn, Aibi voh L, Mm. p. WZ. “ Time m some Inttor- 
nees,” 8 a 3 rs Itimiohr. ^‘in this snppomtion of Saecl^Ui He hated the 
frequency with which people of snnall estate were appointed to ofUcse® ’* 
{Formhungm, vol. h., p. 49). 
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and having learnt the time, added ‘ Let it be ; ’ and the man left the 
shop. Now, thought Giotto, what does this mean ? Is this man 
sent to ehall me ? In my life no one ever came here to have shields 
paintcil. The simpleton talks of his arms as if he were of the royalty 
of France. I must certainly give him something new.’ Giotto took 
the shield and painted upon it a helm, a gorget, a pair of armlets, a 
pair of gauntlets, two cuirasses, a couple of greaves and leg pieces, a 
sword, a knife, and a lance. ‘ What the deuce have you done with 
my shield ? ’ cried the injured customer as he saw Giotto’s work ; ‘ I 
wouldn’t give four farthings for it now.’ ‘ What did you tell me to do ? ’ 
said Giotto. ‘ Why, to paint my arms.’ ‘ Pray, are any of them 
wanting I What are you ? ’ continued Giotto. ‘ You hardly know 
yourself, yet you order your anns to be painted as if you were of the 
Bardi. What is your crest ? who are your forefathers ? ’ The injured 
customer brought an action against Giotto, which the painter traversed 
with a demand for two florins, and gained the cause easily. ‘ So,’ says 
Sacchetti, not a little proud of his own birth and blood, ‘ those who 
know no measure, are measured. Every beggar nowadays must 
have arms, and ancestry, even he whose father di^ in an hospital.’ ” 

That Giotto should have acted from the motives which urged 
Sacchetti is not to be presumed, but he was evidently prouder of 
his position as a painter than Boccaccio believed. Has readiness 
and mother- wit are, however, clear from the quickness with which 
he practically punned on the word “ arms.” His humour and 
dry causticity, his lightness of spirit, are further illustrated in a 
second Novella of Sacchetti, which, containing some slight allusions 
to S. Joseph, seems to have frightened Vasari.^ 

Tho^ who are acquainted with Florence know that on the first 
Sunday in every month men and women go to San Gallo, more perhaps 
lor pleasure than from contrition. Giotto with his company, being 
on his way thilher, one Sunday, and having stopped in the Via del 
Coammm to tell some story, was m rudely caught by a pig running 
down the street, that he fell. He rose however very quietly, and, 
smiling, turned to the person nearest him, saying ; “ The brute is 
right. Have I not in my day eam^ thousands with the help of his 
bristle, and never given one of them even a cup of broth.” They 
went on without fur&ter adventure to San Gallo, and returning by San 
Mareo and the church of the Servi, where they looked, as usual, at the 
one of tl^m, having examined particularly a fresco of the 
Yii^n witih S- Joseph <m one side, cried out, ‘‘ How is it that Jc^ph 
ii^ ^ways represent with such a melancholy face ! ” Upon which 
ISotto “ Is it not natural. . . All returned home declaring 

was mif a gr^t painter, but master of the Seven 

filmaliurts. 


^ htxv., voL ii., p, iS. 
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Tlie exceanive lightna*^ of the last jest has been considered by 
Ruinobr as exhibiting in the jiainter some frivolity combined with 
a certain C(X)lness of spirit widely different from that which miglit 
be expected from one who should enthusiastically and unreservedly 
acquiesce in the superstitions of his time. But who, in the first 
place, can vouch for the exact truth of the anecdote, or of the 
words which Sacchetti places in Giotto’s mouth? Giotto, no 
doubt, was far from yielding implicit faith to the claims of friars 
to sanctity. He had bad occasion to observe their weaknesses. 
The immorality of many amongst the clergy was probably quite 
as well known to him as to his contemporaries, and he could jest 
where jesting was permitted ; but that he had a sense of the great- 
ness of Christian truth is shown in his works ; and no one who 
admits that a poet can only develop or express the highest aspira- 
tions of which the human mind is capable, when he is himself 
convinced of, and imbued with, the greatness of his theme, will 
fail to perceive that, without a profound conviction and a deep 
sense of the truth in his subject, Giotto could not have produced 
the noble works which afford to posterity the means of judging his 
genius and his talent. 



CHAPTER XI 

GIOTTO AND HIS CONTEMPORARIES AT NAPLES 

Giotto had been commissioned at Florence, in 1328,^ to paint in 
the Palazzo dei Signori the portrait of Charles of Calabria kneeling 
before the Virgin.^ This prince, who was the son of Robert of 
Naples, had been elected ruler of Florence in 1326, and retired 
from his office at the close of 1327. He seems to have made his 
father acquainted vnth the fame of Giotto ; and Robert, in 1330,^ 
invited the artist to Naples to decorate some of the numerous 
edifices which then adorned that city,'* 

1 Vasari relates as occurring in 1322, events which, had they been as 
he states, must have taken place in 1328. He says that Giotto visited Lucca 
to paint in S. Martin, for Castruoeio, a Virgin and saints adored by a Pope 
andan Emperor (Vasari, vol. i., p. 324). The altarpiece, at all events, exists 
no longer, though Rosnn, Stor.^ vol. ii., p. 64, pretends to have seen it : 
“ Many believed,” adds the Aretine, “ that the Pontiff and Emperor were 
Frederic of Bavaria and Nicholas IV.” Louis, not Frederic of Bavaria, was 
crowned in Italy when Nicholas IV. ascended the papal throne, and the date 
of this is 1328, not 1322. But in 1328 Giotto was in Florence. [Charles 
of Calabria certainly left Florence at the end of his office. The portrait 
must therefore have Ijeen painted in 1326-7.3 

* Vasari, vol. iii., p. 274. Vita di Michelozzo Michelozzi. The portrait 
has been lost. 

* As the record is rare, here it is in full : — 

“ 1 330, January 20, Neapoli. Robertus rex Joctum (vulgo die. Giotto), &c. 
Reg. Rob., 1329, a, p. 20. 

“ Robertas, &c. universis, &c. Quos moruna probitas approbat et virtus 
discretiva commendat, familie nostre libenter oonsorcio aggregamus. Sane, 
attendentes qiiod Magister Joctus de Florentia pictor famiharis et fidelis 
nost^, fulcitur provkSs actibus et exercitatur servitiis fractuosis, ipsum in 
familiar^n nosteum redpimus, et de nostro hospicio retinemus, volentes, ut 
ilKs honoribm et privil^iis potiatur et gaudeat, quibus familiares alii potiuntur, 
reoepto provide solito juramento. In cujus rei testimonium presen tes exinde 
fieri et pendmti majestatis nostre sigillo, jussimus communiri. Datum 
HeapoH, anno Domini moocxxx® die xx® Januarii xni. Ind. regii”^ 
aost® xxi°. Vide Schuix, DenkmSler, ubi at^p.y vol. iv., p. 76. 

* On his way to Naples, says Vasari in the life of Agostino and Agnolo, 
Giotto stopped to see the sculptures of the Duomo of Orvieto, and recom- 
mended to Rbro Saeeon© of Ptotramala the two Sienese sculptors as best fitted 
to execute his (Giotto’s) design for th® tomb of Guido d’ Arezzo (Vasari, vol. ii., 
pp 4, 5). Agncfe is known by records to have lived between 1312 and 1349. 
Of A^oeiino ttope are notices from 1310 to his death in 1350. Agnolo’s 
real name Angeto Veatepe.” Agocstino wmt under the name of Agostino 
di fimeetoo cSovanni. He may be the pupil of Giovanni Pisano. Vide 

Bm ., voL L, 203-204 
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If Neapolitan historians can be credited, art was at a high 
standard in South Italy in the rise of the fourteenth century. Of 
Montano d’ Arezzo they say nothing ; but Dominiei somewhat 
pompously dwells on the accomplishments of Pippo T^auro, 
Tomaso degli Angeli, Simone Napoletano, Francesco di Simone, 
and others, of whom not only no positive records exist, but of 
whom no paintings can be found. Toma^ degli Angeli is sup- 
posed to have been a contemporary of Cimabue, and to have lived 
between 1230 and 1310.^ To him the frescoes of the Minutolo 
chapel in the Duomo of Naples are assigned. They represent 
scenes from the legends of the apostles.^ These paintings have, 
however, been so completely renewed in various periods, that they 
do not convey any idea of the century in which they were produced. 
They certainly do not at present appear to be of the thirteenth 
century. The same uncertainty pursues the beholder when he 
contemplates a Madonna in the church of S. Maria la Nuova at 
Naples. Of Philippo Tesauro, who is supposed to have lived in 
1270, is a picture in the Museum at Naples reprinting the Viigin 
with the infant Saviour holding a basket of cherries, in Ae midst 
of saints,® and, in a lunette above the principal scene, the Martyrdom 
of S. Lawrence. Philippo Tesauro, if he were really the author 
of this picture, must have been an artist of the fourteenth and not 
of the thirteenth century. To these somewhat mythical painters 
may be added a more genuine mosaist, who executed in S. Restituta 
at Naples a Virgin, crowned with a diadem, between SS. Januarius 
and Restituta, and holding the infant Saviour in full front on her 
knee. An inscription at foot runs : 

ANNIS DATUR CLEEUS JAM INSTAURATOE PARTHENOPENSIS 

MILLS TRICENTENIS UNDENIS BISQUE RBTENSIS. HOC OPUS 

FECIT LELLUS. . . . 


from which it appears that one Lellus r^tored the mosaic in 1322. 
Yet the Virgin’s form has the thin and slender shape, the sweeping 
draperies of the earlier centuries, and is not without merit. Domi- 
nici assigns the mosaic to one T^auro, who lived in the time of 
CJonstantine ! 

The most famous painter in the annals of N^polit^ art is, 


1 See Dommici’s very reasons fc^ b^ieving Tosna^ 

oi S. Peter from Priacai aod has Cwicifixion, iim 
of'B. John, and tiae Stoamg of St^hen. On the lower part of «»e walls are 

portraits of the Mieutoli. , i -et *4. 

® SS. John, Ancirew, Franck Jerome, and NichoiaiS um iimtmu 
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however, Simone Napoletano, whose services must indeed have 
lK‘en great, if in the course of a life exceeding the ordinary span 
conceded to mortals, he executed pictures exhibiting in their 
variety the characteristics of distinct schools and periods. For 
of Simone there are in truth no records whatever ; and the pictures 
assigned to him have no dates, and do not bear his name. It may 
be worth while to examine somewhat critically the works which 
are supposed to have been the produce of his hand. In the refectory 
of the convent of S. Chiara, a large fresco represents the Saviour 
in Glory between the Virgin and saints,^ whilst, in front, King 
Pwobert and his family kneel in adoration. This is the product of 
a Giottesque of feeble powers, who seems at a later period to have 
b^n employed in painting, beneath the archivault of the tomb 
sacred to the remains of King Robert in the church of S. Chiara,^ 
a fr^o representing SS. Louis of Prance and Louis bishop in a 
choir of angels. To fix the date of these paintings one need but 
remember that King Robert died in 1343 ; ^ and it may be assumed 
that the artist who produced them was acquainted with the style 
of Giotto, which he rudely imitated, whilst he imparted to his 
figures a weighty and colossal character. Simone, were he the 
author, would be an artist of the first half of the fourteenth century. 
But in the chapel of S, Antonio Abate at S. Lorenzo Maggiore of 
Naples, he is said to have painted an altarpiece, on arabesque gold 
ground, of S. Anthony holding a book and a lily, and attended by 
four angels, whose heads are surrounded by halos in high relief. 
On pediment of this picture, the year 1438 is inscribed, and 
nothing in tlie character of the figures is calculated to invalidate 
the reality of this date. A more important and interesting altar- 
piece a^iigned to Simone Napoletano, in the church of S. Lorenzo 
Maggiore, is that which reprints S. Louis of Toulouse enthroned 
ami placing a royal diadem on the head of his brother Robert. 
Kve scenes from the life of the saint adorn the pediment, which is 
divided into arches, in the spandrils of which may be formd the 
^llabte of the following inscription: '‘symon be sekis me 
F mxiT.” This is not the only Sien^ picture, however, which has 

^ Lemis, Prancas, and Anthony. 

* A record in Sesnua, DmhmtUer, tiU sup,, vol iv„ p. 163, notes the 

M mm BsHolommm d'Aqiiiia, who in 1328 receives twenty ounces 
of gold for paintings in a ehap^ of S. Chiara of NapW 

* Thf tomb which by Bominka is falsely aligned to Masuccio II. was 

gdteod m 1S43 by Giovamai I. ctf B&ocm and Giovanni, brothers, of Florence. 
From original records in ArdavioGenerale ot Naples, Let. F., foL 8, Feb 24 
1343, m Be <Mm ds Napoh; voi. ii, p. 92. ’ 
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been gratuitously attributed by the partiality of the Neapolitans 
to their favourite Simone.^ A triptych in the Minutolo Chapel 
of the Naples Duomo, represents the Saviour Crucified, and S. Mary 
Magdalen grasping the foot of the Cross, which is supported by 
the Eternal. Right and left are the Virgin and S. John, and on 
the wings figures of saints.^ On the closed shutters the arms of 
Cardinal Enrico Minutolo are painted ; and it is known that, when 
he died in 1412, this ecclesiastic left the triptych as a legacy to 
the church. Here is a painting exhibiting some of the peculiarities 
of the Sienese painter Vanni. 

Of another class, but stiU assigned to Simone Napoletano, is 
the panel on the tomb of Giovanna d’Aquina, Countess of Mileto 
and Serranova, in S. Domenico Maggiore at Naples. This lady, 
w^ho died on the 6th of April 1J45, w^as honoured with a beautiful 
marble sepulchre, in the niche above which the Virgin is repre- 
sented nursing the infant Saviour. A most circumstantial account 
appears in the Guida dei Sciemiati of 1845, of the triumphal recep- 
tion given to this picture at Napl^ when it was carried to the 
' church of S. Domenico, and a hope is apparently entertained that 
Simone Napoletano should be acknowledged as the Qmabue or 
the Duccio of Naples.^ Yet on close inspection the altarpiece is 
obviously the work of an Umbrian painter of the school of Fabriano, 
and in the style of Francescuccio Ghissi. Of that school and its 
derivation from the Sienese something may be said hereafter. It 
may be sufficient for the present to note, that the tendem^^ and 
affection of grace peculiar to the Umbrian branch of Italian schools 
is here particularly marked. The church of S. Domenico Maggiore 
is remarkable for other paintings of the same manner, to which 
the name of Simone has been likewise attached. The Virgin della 
Rosa, to the right before entering the large Chapel del Crocifi^, 
is another of the well-known Umbrian Virgins, giving suck to 
the infant Saviour, with S. Dominic at her feet.^ The chapel of 
S. Andrea is also Med with frescoes of the same kind,^ all fairly 
preserved and remarkable for slenderness and feeble drawing of 


1 How can the jndgmcaat of Killer have led Mm to affirm that tiie two 

altarpieces jirst mmtioned are by SiiiK>ne Napoleto> ? P- 

2 SS. Januaries and John the Baptist, Ferine and a fem^: gable-— 

Saviour in Gloiw between two prophets in medaihoi:^ . . , ^ , , 

® Napoli e sue mmmmze. Q%^ oferia nd Oomgresm dd 

1845, voL i., p. 206. ^ ^ ^ . , , 

* But this figure, which is completely repamled, seems to have bee® 

added to the picture. „ „ x - u ai, /x- • 

5 Subiects^ — “ Noli Me ^Pangere, S. Mary of Egypt m tmve, the Ouca - 
fixion, with the Virgin and S, John at ^ rides, and a Donumcan trmc. 
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figures. After carefully examining all these works, the student 
will be called upon to decide w^hether Simone Napoletano is a 
painter of the fourteenth century, of the declining Giottesquc 
school, as at the refectory and church of S. Chiara, or a painter of 
the fifteenth century, as at S. Antonio Abate in S. Lorenzo Maggiore. 
He will have to judge whether Simone Napoletano and Simone 
Martini of Siena are one and the same person, or whether the former 
is not an Umbrian painter of the middle or close of the fourteenth 
century. With th^ facts before him, the reader will be further 
called upon to believe that Simone Napoletano had a son called 
Francesco di Simone, and a pupil called Colantonio del Fiore. 
It will be easy to prove hereafter that Neapolitan historians 
affirmed quite as much, and knew quite as little, of the two latter 
as they did of the former. When Giotto reached Naples, he may 
have fourfed assistants, but no rivals ; and it is evident that the 
South continue, in the fourteenth century, to depend upon 
Central Itdiy for its painters. It is characteristic of the condition 
to which the pursuit of art and letters has been reduced at Naples, 
that, ^though one undoubted work of Giotto exists up to the 
pesent time in the old convent church of S. Chiara, which, accord- 
ing to Vasari, he was specially commissioned by King Robert to 
jmint,^ yet that work has remained hitherto completely unknown ; 
whilst, on the other hand, the frescoes of the Seven Sacraments at 
the Inooronata, which are not by him, have been considered as 
such by numerous writers, including Lanzi and Rumohr.^ By 
some, the presence of Giotto at Naples has been doubted altogether, 
though Vasari, and before him Ghiberti, affirmed that he painted 
there.® These doubts have been finally set at rest by the discovery 
cf ^tJbentic records, one of which has already been given, whilst 
another of a later date proves that in 1333 Giotto was involved in 
l^al proceedings at Naples with one Giovanni of Puteoli.^ If 
the victor to Naples approaches the old convent of S. Chiara in 
the direction of the gate which opens towards the New Church del 
G^u, he will find at No. 23 a furniture shop, under the name of 

1 Yabam, vol i., p. 325. 

* Lajizi, M sup,, vol. ii, p. 3 ; Bumohr, Forschtmgm, sup., voL ii., 
p. 65. 

® Qmnmsn, mm, m Vasabj, vol. i., p. xviii. 

* Doctor Matteo of AitialS, whose aaoals of Naples are one of 

■to ws^vik works of otir tito in Italy, extracted the following from a 
piaicleei ^ exearptecl from the Sicalian Archive in the eeveateonth 

owitnry, bdore to originals were Wrnt. At p. 970, from p. a tergo of 
to od^iai ardyims 13S2-33 : Joannes <1© Fntheolo litigat cum 

notarib Annoo ^ Ma^feo Jotto d© Blorento” 
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Francesco TittipaJdi. This furniture shop is part of a vast hall 
appertaining of old to the convent.^ At its extremity is a great 
fresco filling a square space circumscribed by a lozenge strips 
with the arms of Robert and Sanchia. 

Here Giotto, in one of those beautiful compositions which are his 
grand claim to the admiration of the world, symbolised the almsgiving 
of the Franciscans of Naples by the miracle of the loaves and fishes. 
He represented the Saviour youthful and majestic in presence, pre- 
eminent in size, in the act of benediction on an elevated seat between 
two palms- At His feet, baskets of loaves have been brought by the 
apostles, who are grouped beneath Him on each side. One of these, 
on the left, carries a basket which is to be added to those already 
destined for the poor. Another carries a couple of fish on a plate. 
To the right, an apostle is in the act of throwing a loaf to the crowd ; 
and in front of Him, S. Peter, recognisable by his well-known type, 
distributes bread to a group of men, women, and children, kneeling 
in a circle in front of him. In the foreground at that side, S. Chiara 
kneels in prayer with a chaplet between her fingers. In the fore- 
ground to the left, S. Francis kneels in prayer with a bag containing 
bread slung over his shoulders. Amongst the apc^tles on the left, 
none more fully expresses youthful simpleness and piety than he who 
carries the fish ; none more fully represents the bloom and freshness 
of youth than the apostle in the rear, looking at one more aged than 
himself, in profile, with flowing hair and beard.^ Nothing can be more 
happy than the repose in the group of poor, the satisfaction which 
beams in their faces, except perhaps the air of delight with which the 
apostles minister to their wants. There is no finer figure in the group 
than that of the female in profile taking the loaf from Peter’s hand, 
and holding a child on her knees. The religious ^ntiment expressed 
in the face of the kneeling S. Francis is reflated in the noble profile 
of S. Cbiara. It is a picture combining the idea of charity with the 
majesty of religion : a sublime mixtuxe of the heavenly and lowly. 

Rendered by Giotto with artistic perfection of distribution, 
the fresco is equally remarkable for bold breadth combined with 
great softness and fusion of modelling and warm luminous ton^. 
This quality, however, can unfortunately be aligned to a part 
only of what remains, the fresco having suffered considerably.^ 

^ [To-day one passes through a gat© to the halL The funiitor© shop 

heads of the group of aposiies on the right are almost oblitera^. 

^ The blues, being paint^ in tempera, have been altered by time. The 
vordo tones in the druses have become dark— especially in the figxim of the 
apostle holding the fishes, and in the gre®i mantle of the femak ta^ tly 
bmad from SFeter. Wh^ it is stated that this fresco, when first observed, 
was concealed by chairs and oth^ articles of ftuniture hung upon eaak to 
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To the figure of the Saviour Giotto imparted youth and majesty, 
to His head a noble yet simple outline, to the features perfect 
drawing and pleasingly regular form. A thin downy beard covers 
His chin and lips. The eyes, no longer of the conventional shape, 
are designed, in perfect obedience to the laws of nature, with a 
round iris and regular cantlius. The type is the final transforma- 
tion of the old ones into a new model, fitted for the imitation of 
future ages. Contrasted with other heads of the Saviour in Glory 
by Giotto, .it shows what progress the painter himself had made 
betw’een the rise and the close of his career. In the half figure with 
the double sword and keys of the altarpiece at S. Peter’s, the bullet 
form of head inherited from the time of Giunta, had been brought 
to simpler proportions. The terrified gaze of the time of Pope 
Pascal, which was preserved more or less till the close of the 
thirteenth century and was noticeable even in the pictures of 
Cimabue, disappeared, and made room for a more natural yet equally 
earnest glance. The same improvement marked the Apocalyptic 
figure in the medallion of the allegorical ceiling, and that of the 
Red^mer above the door in the south transept of the Lower Church 
at Ai^, Giotto, in fact, returned in part to the earlier forms 
and outlines of the catacomb paintings of Rome in the fifth and 
sixth centuries, of the mosaists of the Baptistery and of S. ApoUinare 
Nuovo at Ravenna. The Redeemer in benediction, on the Crucifix 
dE Ognissanti, was a majestic youthful type, of a graceful outline, 
and ^sentiaily religious and Christian in expression. To the 
mere r^ularity and gravity of the oldest period Giotto added an 
appeiuance as of inspiration. Majestic repose, calm serenity, and 
ekgant proportions marked the Saviour in Glory in the ciborium 
of S. Peter’s and the similar representation in the Arena Chapel 
at Padua. The mild, peaceful, yet intellectual face of the 
Redeemer at S. Chiaxa of Naples seems, however, best to render the 
Qiristian idea, being of the fittest and grandest external outline ; 
whilst, in the proportions and movement, every requirement is 
satined. A clear and open glance conveys the idea of soft beauty 
aiKi maj^ty. A spacious forehead reveals powerful intellect. 
The hair, divided and falling in locks, adds charm to the oval form 
of the face. The neck is strong, the expression is that of benignant 
mmmmkd. 

tbd wait it will be to amxmve the ruin of ^me parts than to under- 

Biaad how any portion waa preeerved. The fresco adorned the lower part 
of a walk the part is however gone, as is likewise eyery vestige of 

painting in parts of the haH 
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Of old, painters had made the Redeemer imp<^mg but stem- 
The Judge was presented to the admiration of the faithful- Here 
He was to produce reverence by kindliness of glance. Yet this 
w^as a more manly ideal of the Saviour than that of Angelico ; 
and the expression of resignation was not attempted as fully as 
it was at a later time. Giotto’s was in fact an ideal presented in 
the simplest lines, and combined with gesture equally simple add 
easy. Nor was his progress less remarkable in another sen^ than 
it had been in finally establishing the type of the Redeemer. Tlie 
form of the angel, already matured by him in the Upper Church 
of Assisi,^ improved, even in the progress of the series devoted to 
the life of S. Francis,^ finally acquired a noble lightness of form 
and a sweetness of features, of which the heavenly messengers, 
in the allegories of the Lower Church, were the be^t expr^ion. 
Here again, Giotto transformed and re-created the type of the 
Christian angel, setting aside for ever that of old founded on imita- 
tion of the classic time, and infusing into form and features, elegance, 
proportion, and a spirit exhaling cel^tial kindliness and affection. 
It was reserved for Angelico to display the excess of mystic and 
religious sentiment which was not in Giotto. 

The most careful search will not enable the student to discover 
any frescoes of Giotto in the present monastery of S. Chiara ; and 
with the exception of the feeble production assigned, as before 
stated, to Simone Napoletano, there is not even a Giottesque 
picture there. Of the church apj^rtaining to the monastery, the 
walls have long been whitewashed ; ® and as to the portable altar- 
piece there, the Madonna delle Grazie, assigned to Giotto, is a 
miserable example of art in the fourteenth century, such as it 
displayed itself in most Italian cities of that time.^ That Giotto, 
however, painted frescoes in the Castel Nuovo and Castel dcH’ 
Uovo ^ is pretty certain, though these naturally perished with the 
edifices that contained them. That he also painted pictures on 
panel may be inferred from the remains of two figures of saints 
preserved by Count Gaetani at Naples. One of these m a bishop 
of the Franciscan Order, with the arms of Robert and Sanchia 

^ No. 9 of series of Bceftes from the life of S. Fraa<m 

2 No. 20, where the saint is carried to heaven. 

® By Bomonttovo, the governor of the church in the first half of the last 
century. See < mn (^ to Vasaju, vol. L, p. 325, noie 6. . » . . 

* I^anzi maatkms tins picture as by Giotto. See 

vol. ii., p. 3. . , . 

* Ghibebti, tnd com . in Vasabi, ubt sup., voL p. xvm, 

I. 


S 
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embroidered on his dress, and holding a crozier ; the other is a saint 
carrying a book. The nimbus, in both, is refreshed, the rest ruined 
by time; still tlie panels preserve enough original character to 
justify their attribution to Giotto. 

In the chapel of the Incoronata, a painter whose education had 
evidently been influenced by the teaching or the maxims of Giotto 
painted the Seven Sacraments : of Baptism, Confirmation, Com- 
munion, Confession, Ordination, Marriage, and Extreme Unction, 
and subordinate scenes from the Old Testament. These frescoes 
were long assigned to Giotto, although, in the Sacrament of 
Marriage, the ceremony represented was that of the nuptials between 
Louis of Tarentum and Giovanna, Queen of Naples,^ which occurred 
in 1347, eleven years after the death of Giotto. Nay more, the 
church of the Incoronata was only commenced after the coronation 
of Louis and Giovanna, which took place with much pomp in 1352 
in the Palace of the Princes of Tarentum, outside the Porta 
Petruczuli and near the Castel Nuovo.^ Petrarch, in a passage 
of the Itinerarium Syriacum, has been the sole and unwilling cause 
of subsequent errors as to these frescoes. He addresses his friend 
John de Mandelio : ® 

Here stands Naples, a city that has seldom had its like amongst 
those seated on coasts. Here is an artificial haven, and by it the royal 
palace, where, if you land, you will not fail to enter the chapel of the 
King, in which a painter, late my contemporary and the chief of our 
age, has left great monuments of his genius and his hand.” 

For a long time it was generally believed that the Incoronata 
was the chapel of the King here alluded to by Petrarch, and for 
this reason: On the site of the Incoronata was of old a chapel 
called the Cappella di Giustizia, which, according to several authors 
was built by King Robert.^ It was incorporated afterwards with 
the Incoronata, and hence topographers assumed, somewhat 
hastily, that this chapel was that to which Petrarch alluded. The 

^ Historians who wish to js^sorve these works to Giotto say the nuptials 
am those of Andrew of Hungry with Giovanna. [For more than seventy 
yimrs a controversy has raged round these picture ; it is not yet decided. 
Oaae feels, however, the utmost confid^ce in the judgment of the authors, so 
seldom deceived after «dL Of, Vbnttoe, op, cit, vol. v., p. 44B, note,'] 

* See Arth, R. Bio., an. 1302, 17, 32, 47, &c., in Giuseppe 

Aifomuzzi’s L€Mrem»UaCMem deflT (8vo, Naples, 1840), pp. 6, 7, 8. 

^ tom. v., Kbw L {8vo, NaiSes, 1777), 

p, 101. 

* Aum, and Gain’s Atmcda, 
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Cappella di Giustizia, however, was built, not by Robert, but by 
Charles II. and never was called Cappella del Re. On the other 
hand, the royal chapel is proved by documents to have been an 
appendage of the Castel Nuovo, founded by Charles I. in 1279 ^ 
and still unfinished in 1309, when Charles II. died.® It was in 
this chapel that Montano d’ Arezzo painted for King Robert previous 
to the arrival of Giotto. That the Castel Nuovo was close to the 
Palace on the Naples harbour is certain from the records in the 
Sicilian Archives.'* That Giotto should have painted in the Castel 
Nuovo may thus be inferred from the words of Petrarch. That 
he painted in the Palace is affirmed by Ghiberti, who states that he 
adorned the great haU with portraits of the illustrious men of 
Naples. It is possible that he also wnrked in the Castel delF Uovo, 
seeing that Montano d' Arezzo had already laboured there. It is 
not possible that he should have executed the fr^oes of the 
Incoronata ; for as works of art they but too evidently bear the 
impress of another hand. 

These paintings cover the groined vaults of the choir of the chapel 
and are of irregular shape. The artist represented the rite of Baptism 
in the centre of an open octagon temple, where a naked infant is held 
by a nurse over a font and receive the holy water from a cup in the 
hands of a priest. Behind the latter an assistant holds the salt box, 
whilst the second godfather and the godmother looked on at the 
opposite side. A youth, on the steps of the baptistery, holds a lighted 
taper, whilst, in the foreground, three women look at the infant as two 
females deposit him in a basket. An angel flying down hovers over 
the scene with a torch in his left, giving a blaring with hk right hand.® 
In the Confirmation, a princess, wearing a di^em, stands with an 
infant in her arms, which a bishop, in front of her, confirms. Behind 
are a female and a girl holding a child, whilst, in the for^round, 
another child is led up the steps of the church by a dame. An angel 

1 Giuseppe Angeextzzi, sup .^ pp. 6, 7, 8. 

2 Camera., AnnaU di NapoU^ anno 1279, vol. i., p. 322. 

® Giuseppe Angeeuzzi, mW pp. 10, 1 1. 

* “ Joanellus Pacca et Julianas do Angelo de magietri taraicneni, 

TarsienattBS Neapolis invmtaaiuiQ fcwsiunt bonorum omnium existOT^um in 
ipso ; et dictus Tarsienatus situs est juxta ho^timn aramiratse p^atese 
porfeus civitatis NeapoHs, et juxta molum paiyum juxta Cfetrt^ 

jSTovxim, juxta turrectam moli magni es ecelesaara Sti. Niwlai. Mx 
Arch, R. Sidae, Part 2, Anno 1382. Arc. F, mcm. 6, No. la, in Akgeeuxzi, 
%d)i mp., pp. 13, 14. 

^ The group of women putting the ohiid into a basket is almost obht^rafced. 
The figure leaning over k likewke almcMst gone, and tb^ h^^ of th© two 
remaining figures are repainied. The whole of the upper part of bap- 
tistery and the figure of the angel are new, and the figure, most to tl^ l^t 
in the building, is sdso nmdem, with th© exceptibn of ifm head. 
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hovers over the building.^ A group of kneeling Christians preparing 
for the commiuiion is ably placed inside an open temple by the artist. 
To the foremost of them a bishop, with a chalice in one hand, gives 
the sacred host, whilst the attendant clergy stand behind, and two 
figures remained in rear of the kneeling group, looking on. In the 
air, two angels wave censers.^ The sacrament of Confession seems to 
take place in an open portico outside a church. A dame kneeling at 
the feet of a listening priest unburdens her conscience ; and three 
penitents may be observe holding flails and retiring with their faces 
conceal^ in their hoods to perform penance. In the air, three devils 
fiy away as if exorcised by the blessing of the priest.^ A pope, in the 
Sacrament of Ordination, is seen under a dais, placing his hands in the 
palms of the candidate, whilst churchmen of various degrees stand 
around. In this fresco more than usual individuality and variety of 
attitude are conveyed.'* The ceremony of Marriage is represented in 
a church hung with rich tapestry. A monk unites the hands of a 
princely pair beneath a dais, held by four attendant courtiers, and in 
presence of a crowd of churchmen and friends of both sexes. Two 
figures may be seen sounding long brazen trumpets ; whilst in the 
foreground a troup of dancers moves to the sound of a viol and a 
pipe. In this group a certain beauty may be noted in the heads, with 
some grace of motion and costume ; ^ and, in general, the distribution 
of the s(^Be is better conceived than in the remaining frescoes. In 
the Sacrament of Extreme Unction the gaunt figure of a sick man may 
be observed, raised on a bed by a female, whilst the priest anoints 
the lips with the holy oil, and another ecclesiastic looks on, holding a 
taper. The wailing relatives stand or kneel around. Outside, angels 
clmstise devils, and are not deficient in action ; but the body of the 
dying man is stiS and motionless.® Modem criticism has assigned to 
each of these subjects its real meaning. In the first, Charles, the son 
of the Duke of Calabria, receives the rite of baptism. In the second, 
the three children of Giovanna, Charles Martel, Catherine, and Fran- 
c^ca, are confirmed ; in the third, Giovanna takes the communion ; 
in the fourth, she confesses ; in the fifth, Louis of Anjou is consecrated 
bishop of Toulouse by Pope Boniface VIII. ; in the sixth, Giovanna 
is married to Louis of Tarentum ; and in the last, PMlip of Tarentmn 

^ Here again tlie figi^ of the princess and infant and part of the 
figure, wiyj the child behind her, are ali of this painting that has not been 
retouched, or renewed. 

* Thfe fresco is better prc^erv^ed than the two others ; but the profiles 
are low. aiid the drawing of the figures broken and angular. 

* Th& lower part of thk fresco is gone, and the figure of the first penitent 
iwtorcd 

* greats paH of the eight foreground figures is almost obliterated. 
An here also flies downward. 

® head of tli 0 and two nearest attmdants, the upper part of 

the mcmk, are repainted anew. 

* An frem^ now almost totally obliterated seems to have repre- 

^t^ the Sayiow in ^ry, in front of whom stands a figure of KeEgion 
holdmg a c^uilic©, ^diil84 on eadb side, saints are grouped who holds 
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receives the finai consolations of religion. In the lunettes of the 
chapel, vestiges of scenes from the life of Joseph may still be seen : 
J oseph appears in prison ; he resists the temptation of Potiphar’s 
wife ; and here the figure of Joseph, hiding his face with his hand, is 
not without character ; and Jacob is told of the death of Joseph. In 
other parts of the chapel the Finding of Moses and the Burning Bush 
can be traced.^ 

Historical evidence having at last been satisfactorily adduced 
to prove that these frescoes could not have been executed by 
Giotto, they are now decried with as much persistence as they were 
before praised.^ They are in truth but a development of the 
Giottesque manner by a painter of the middle of the fourteenth 
century w^ho enjoyed but a flicker of the flame which lighted the 
path of Italian art in Giotto’s time, and who sought to carry out 
the master’s grand maxims without his genius or energy. The 
legacy of Giotto to his pupils and followers was so great that, 
divided as it -was amongst a number of mediocre men, it still 
maintained a certain pre-eminence. Composition and distribution 
did not again materially decline. Giotto’s pupils follow’cd their 
master’s example. They perpetuated certain compositions, and 
preserved certain typical forms ; but the difference between him 
and them was great. He improved, they degraded, the bequ^te 
of an older art. In the ratio of their talent, they approached or 
receded from the models w^hich he created. The t^t of their 
ability was no longer to be found in the distribution or arrange- 
ment of incidents which, being ever the same, required no new 
effort. The real touchstone was design and execution. The 
painter of the Incoronata frescoes, judgM by this standard, was 
not a rude but to a certain extent a polished imitator of the 
Giottesque manner. Yet he must be placed in the second rank of 
the followers of the great Florentine. If a Neapolitan in name, 
he was a Tuscan in style. If Giotto made a long stay in the South, 
there is no reason why Neapolitans should not have adopted his 
manner with partial success. Giotto could not take with him in 
his travels all the pupils or apprentices who worked in his hcMega 
at Florence. He might naturally trust to chance to find amongst 
local artists one more capable than the rest, to help him. At 
Rome, Pietro Cavallini was evidently a good acquisition.® At 

^ These vestiges of painting are ^tered in ton® by vamish. 

® Kugler, in his Han^>ook, finds in them the portrait qimlities of Giotto. 
Yet what a diff^^ce between asMi the pc^toiits of tli© dhap^ of the 
Podest4 ! 

* [See supra^ p. 89, note and 90, CTid of note L] 
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Napl^, if Cavallmi were no longer there, Simone Napoletano 
might have been his assistant ; ^ but of all the painters of Naples, 
the most competent seems to have been one respecting whom 
historians have been hitherto silent, and this is Robertus di 
Oderisio. A Crucifixion executed by this artist may be seen to 
advantage in the church of S. Francesco d’ Assisi at Eboli.^ The 
figure of the Saviour is Giottesque, though it lacks the pure simplicity 
of form which^ characterised Giotto. Six angels in vehement 
action hover about the horizontal limb of the Cross, tearing their 
dresses or gathering the blood from the wounds. The Magdalen 
grasping the base, S. John and the Virgin in the arms of the Maries, 
and the usual crowd at each side, complete the picture. A monk 
kneels in prayer on the foreground, and on a scroll near him are 
the words : 

HOC OPUS PINSIT ROBERTOS PE ODERISIO DE NEAPOLI. 

Here, then, was a Neapolitan painter who had evidently been 
in the school of Giotto, possessing a certain dramatic power, a fair 
talent for expression, and as much knowledge of proportion and 
design as might fit him to hold a place amongst the good, if not 
amongst the best, pupils of the master. Robertus w^as, above all, 
a conscientious draughtsman. He carried out the clear system 
of colouring of Giotto and, in the production of drapery, was 
master of a broad and simple style. In the portrait of the kneeling 
monk and in some profiles, no mean power of imitating nature 
was exhibited. And in these qualities, as in others, he was not 
too distant from the painter of the Incoronata frescoes to exclude 
their being assigned to him. In the whole of the Neapolitan school, 
such as it is presented to us by Dominici, it would be vain to seek 
a single painter whose works would entitle him to claim a place 
by the side of Robertus. Amongst the artists of the fourteenth 
century who are supposed to have been the pupils of Simone, are 
G^naro di Cola and Stefanone, Francesco di Simone, and Colan- 
tonio del Tiore. The first of these, who is said to have been a 
contemporary of the second, was bom, according to present chrono- 
k^, in 1320. A series of frescoes in San Giovanni in Carbonara 
of Naples, long considered to have been their joint production, 

^ Lmm says hs was, but on what authority ? See History of PctmMng, 
uM voL iL, p. 3. 

* wiK^ diligent research has been thankfully 

use ol in pages, was the first to call attention to this work of 

Bob^rlo di Oderisio. 
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has recently been surrendered to its real author, Leonardo di 
Bisuccio of Milan.i The frescoes in the Chapel del CVocifisso at the 
Incoronata of Naples, would prove Gennaro di Cola to have been a 
very feeble painter of the close of the fourteenth century, untaught 
in the art of composition and unable to depict the nude : ^ and this 
is true in so far as a part of th^e paintings is concerned, one of 
them, a combat, being by a later and still poorer hand. No diJfferent 
conclusion will be forced on the beholder who sees the three panels 
which stand xmder the name of Gennaro in the Naples Museum: 
These formerly belonged to the church of the Incoronata; are 
in the form usually called in Italy the “ Conception,” ® between 
characteristic figures of S. Peter and S. Paul, and are coloured in 
warm tones with the precision and cajre of a miniaturist. A certain 
relation may indeed be traced between these pictures and the 
frescoes in the Chapel del Crocijfi^. The painter is of the clcme 
of the fourteenth century, with local Neapolitan peculiarities and 
not particularly Giottesque.^ Were Stefanone to be judged by 
a much damaged fresco of the Root of Jesse in the Chapel de’ Preti 
Missionari of the cathedral at Naples, he would be, as stated by 
Dominici, a painter of the rise of the fourteenth century. If, on 
the other hand, one considers a Virgin and Child in the Piocolomini 
Chapel of the church of Monte Oliveto,^ he will appear as a painter 
of the fifteenth century, influenced by the mauiner the ^trly 
Flemings ; and this may be inferred as much from the character 
of the landscape distances as from the disproportionate size of 
the heads, the vulgar features of the Vn^in, the coar^n^ of the 
anatomy, the angularity of the draperies, and the (hurkne^ of the 
high smrface shadows.® But the uncertainty which exists as to 
the works of Stefanone is prov^ to absurdity by the attribution 

^ These adorn the octagonal chapel of Ser Giovanni Carrariolo, and the 
tomb of that person, and are inscribed “ i.eonaiii>us be bisucoo be mebio- 
LANO, HANC CAPEULAM ET HOC SEFULCBUM PiKXiT.” The discovery of this 
inscription is dne to Luigi Catalani. See his Discorm, ub$ sup., p. 8. 

* Representing a combat, a- proc^Eacn, portraits of t^shope and saints, 
and S. Martin dividing his cloaii. These fr^coes stre, however, paryy 
obliterated, partly renewed, and the rest much damaged by damp. The 
nude of the beggar to whom S. Martin gives his <^oak, is bad and iM drawn. 

® Namely, the Virgin on the lap of S. Anna; the Saviour on the lap 
of the Virgin. 

* On© may note the tendency to repr^mt hands wi^a pointed fingers. 
The three panels are much damaged. 

® Enthroned under a canopy between S. Jerome and aimther saint, and 
aclored by a miniature donor. 

® A picture in the N^)lee Mtseum assigned to Stefanoi^, and representing 
S. James reading in a glory cJ angels, is in the ^yl© of the jneture of Mcnt© 
Oliveto. 



280 HISTOBY OF PAINTING IN ITALY 

to him of a picture of the sixteenth century in S. Domenico 
Maggiore,^ finished, according to the Guida dei Scienziaii, by Franco 
d’ Agnolo, a painter of the close of the fourteenth ! 

Francesco, according to tradition, the son and pupil of Simone 
Napoletano, has been considered the author of a Madonna in a 
recess of the tomb raised at S. Cliiara in honour of Antonio di Penna, 
secretary to Ladislaus, King of Naples (1386-1414). Antonio and 
his brother Onofrio kneel at the Virgin’s feet and adore the infant 
Saviour, who holds a flower ; but the lower part of the fresco is 
obliterated. The remains may truly have been executed by the 
son of one who lived in the fourteenth century, but the style in 
which they are painted is different from any displayed in the 
various frescoes assigned to Simone, and have nothing in common 
even with the works of Francesco’s alleged contemporary and 
fellow-pupil, Colantonio del Fiore. Dominici declares that this 
painter was bom in 1352, and that he died in 1444 ; but there is 
every reason to believe that he knew nothing of the artist whose 
life he wrote, and that the dates he gives are those of paintings 
arbitrarily attributed in spite of evidence. The sole assertion of 
the existence of Colantonio is made by the architect Summonzio, 
whose letter, written to a friend at Venice a century after the 
artist’s alleged death, pretends that del Fiore abandoned the old 
method of tempera for the Flemish mixture of oils, which he learnt 
from Ben6 of Anjou.^ It might almost be supposed that Sum- 
monzio, when speaking of Colantonio, intended to speak of AntoneUo 
of Messina, who certainly began to paint in oil about the close of 
Rene of Anjou’s reign, the more as Colantonio is said to have been 
Antondlo’s master, and it is hard to conceive how one who had 
leamt to paint in oil under Ren6 should be the master of another 
who had already proved himself a perfect master four years after 
Rank’s death,® The proofs which Dominici, Tutini, Celano, 
Eugenio Ckrraciolo, and all subsequent writers, including Kugler, 
set forth to ^tablish the existence of Colantonio in 1375, is a 
triptych in the choir of the church of S. Antonio Abate at Naples, 
repree^ring S. Anthony enthroned and in the act of benediction 
amongst angels and saints,^ Tuscan in composition, style, drawing, 

^ Kuoueb's Handbooh p- 190. 

* See Summonzio ’s letter to Marcantonio Michele at Venice, dated 1524, 
and pnm^ied by Puocmi in bis Memorie di AntomJio da Messina. 

® See CmwM and CAVALCASiEiiB’s Flemish Pcdnt&rs (London, Slurray, 
8vo, 1857) aa;^ Anton^lo's portrait in the Berlin Crallery of the year 1445. 

* SS. Jdhn BvangeUst, Louis of Toulouse, Peter, and S. Francis. 
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colour, and draperies, this picture is by one whose name may have 
given rise to the legend of Colantonio’a life. On the pediment may 
be read as follows : 

A. iICCCLXXI MCHOLAVS TOKASI, DE FLORE, PICTO. 

That Niccola, or Cola Tomasi, is not synonymous with Niceola, 
or Col Antonio, is true, but del Fiore is evidently a corruption of 
de Flore, which means neither more nor less than “ de Florentia.” 
Of Niccola Tomasi of Florence there may be occasion to spe-ak. 
His name is in the list of the first artists who joined Jacopo da 
Casentino in founding the Guild of S. Luke at Florence. As a proof 
that Colantonio still lived and produced in 1436, the authors above 
quoted trust to the evidence of a picture in two parts, of which the 
upper represents S. Francis surrounded by a choir of angels and 
saints, the lower is devoted to the subject of S. Jerome extracting 
a thorn from a lion’s paw. The first of th^se picture, separated 
from its companion, hangs in the church of S. Lorenzo at Napl^ 
under the name of Zingaro, and is remarkable for a close resemblance 
to the manner of the Fleming Van der Weyden. The second, in 
the Naples Museum, is essentially in the Flemish style also. Both 
are utterly different from other picture assigned to Colantonio. 
The date of 1436 is not now to be found in either of the panels under 
notice.^ As to a damaged fr^o of Giottesque character assigned 
to Colantonio, which still remains in the lunette above the portal 
of S. Angelo a Nilo at Naples,^ it is not easy to speak with any cer- 
tainty. The four works, however, assigned to Colantonio, repre- 
sent him variously as a Tuscan or a feeble Giottesque of the eic^ 
of the fourteenth, or a Fleming of the fifteenth century, and it may 
be fairly assumed that no such painter ever existed. 

That Giotto exercised a certain influence in the kingdom of 
Naples is evident, but there, as in other parts of Italy, he bequeathed 
the art of which he was the sole master to inferior men, who followed 
the letter more than the spirit of their master. His intercourse 
with Robert of Napl^, as Vasari d^ribc^ it, illustrates mew the 
powers of retort and the readiness of Giotto, whilst it places the 
King in the light of a cond^^nding ami considerate j^ron. 
Robert often visited the painter to hear him tell stories, or ^ him 

1 Angelo Criscuoio, indeed, aiSmis tlmt it nevar eadffted. See a quota- 
tion from his MSS. in Lmoi Catalaki’s Diae&rso, tM mtp., p. IS. 

* Virgin entliroi^ between killing figimm of S. Michael and Cardinal 
Ramaido. 
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work, and seemed so pleased wth his company that on one occasion 
he went so far as to say he would make Giotto the greatest man in 
Ills kingdom. The painter’s answer was no doubt clever, but 
cannot be understood in our day. Clearer to modern ears was 
his reply when Robert advised him to suspend his labour on account 
of the great heat. “ I should certainly suspend it,” said Giotto, 
'' were I King Robert.” Again the King having expressed a wish 
that he should paint a picture comprising a miniature view of the 
kingdom of Naples, Giotto, who could not obey such a demand as 
literally as John van Eyck when asked to paint the whole world, 
drew a saddled donkey pawing a new saddle at his feet. On both, 
the royal arms, the crown, and sceptre were emblazoned. The 
King could not understand the joke till Giotto explained that the 
kingdom and its subjects were here allegorically depicted, they 
being ever anxious to find new masters.^ 

On his return from the South, Giotto visited Gaeta, where he 
painted, in the Nunziata, scenes from the New Testament ; ^ thence 
to Rimini, where he produced fr^oes which, like those of Gaeta, 
have since perished.® 

Finally at rest again at Florence, he was appointed by the Priori, 
on April 12, 1334, master of the works of the cathedral of S. Maria 
del Fiore, then called S. Reparata, and architect of the walls of 
Florence and the cities within the confines of the State.'^ Giotto 
was thus enabled, in the fulness of his career, to prove to the world 
that in architecture he could perform services as great as those 
which he had done to painting. 

Founded by Arnolfo in 1298, and unfinished when he died in 
1310, S. Maria del Fiore had as yet no bell-tower and no cupola. 
Its front had received but few and slight ornaments in accordance 
with the original design, preserved in the time of BaJdinucci 

^ Vasabi, voL i., p. 327. 

* Thee© picture® penshed during the modem alterations of the church. 
They were already seriously damaged in Vasari’s time. Vasabi, vol. i., 
p. 327. 

* Vasabi, voi. i., p. 327. S. Thomas Aquinas reading to his Brethren 
in S. Cataldo of Rimim, no longer exists. The painting was known to Rieco- 
h®Xdo Ferrary (in Mubatobi, vide mfra). Those in S. Francesco represent- 
ing, as Vasan sa^ the mirades of the Beata Miehel^a, cannot have been 
by Giotto ; for Mchelina only died in 1356. 

* See the originid docun^t in Baxdinucci, mp., vol. iv., pp. 30, 31, 

Gayb, Cwrt^gif>, vol. i., pp. 481, 482, Richa states that in the records 

of the Art© della Lana ^ f^rence, Cliotto is appointed, in 1332, to continue 
the f^rks of the l^^r^line cathedral, and is forbidd^ in the meanwhile 
^ l^ve the city. Rldia, however, does not give a of the allied record. 
See (Mmm, vol. vi., 23, 24. 
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amongst the curiosities of the Scarlatti family.^ Giotto removed 
the ornaments of Arnolfo, and, with the assistance of Andtm Pisano, 
substituted for them others more suited to the grandeur and pro- 
portions of the edifice.^ He placed four great statute of prophets 
in the lateral niches of the portal, above the latter, a tabernacle, 
pillars, in which the Virgin and Child sat enthroned 
between S. Zanobi and S. Reparata, the patron Saints of Florence.® 
In similar tabernacles above the lateral portals were the Birth of 
Christ and the Death of the Virgin. Above and between the 
portals, the prophets, apostles, and confessors stood in niches in 
courses above each other. Pope Boniface VIII., Parinata degli 
Uberti, and many Florentines of note, found their apothe<^is in 
this noble medley of sculpture and architecture.'* 

Whilst this grand work w^as proceeding, Giotto conceived the 
plan of the present bell- tower, which met with eager approval, as 
it seemed to satisfy a wish not less ambitious than daring, expressed 
in the following decree : — 

“ The Florentine republic, soaring even above the conception 
of the most competent judges, d^ires that an ^ifice shall be con- 
structed so magnificent in its height and quality that it shall surpass 
anything of the kind produced in the time of their greatest power 
by the Greeks and Romans.” ® 


The best judges in every age have agreed that Giotto “ soared 
above the conception of the most competent architects” in the 
model which he created ; and that in the ornaments of bas-relief 

^ It is represented in the great fresco of the Cap^loi^ dm Spa^noli 
at S. M. Novella in Florence. A drawing of tl^ frcmt, from Amolfo^s design 
in possession of the Scaiiat^ may be sema in Richa, Gkiemy vol. vi., p. $1. 

2 See Bauoinijoci, vol. i, p. SiO, and Vasabi, voL ii., p. S5. 

® As in a sanctuary whose curtain is held l^bck by two ang^ 

* According to Riosa, C7des€, vol. vL, p. 51, the fa^adb of S. Maria del 
Fiore, as it was left unfinisl^ by Giotto, was accuratdy painted by Bamardo 
Poccetti in a lunette of the first cloister in the eonvmit of 8. BCaroo at Ftoenoe. 
A full description, taken from Rondineili’s excerpts from Scarlatti 
records, may be ato found in Ricjha, voL vL, pp. 62, 5Z, Giotto’s 
enriched with sculptures by later artist was taken <k>wn in as will 

be seen in the life of Ghirlsaadaio (post), A view of the facade left by Giotto 
may be examined in a fresco by this pamter in the Sala Ore^)^ in iskm 
Palazzo della Signoria. It do^ not give detaiks, but ^lows to pcmt 
the facade had been brought up. 

® Rioha, OMeae voL vi, p. 62, oc^es this record, whidi is 

dated 1S34, from p. 56 of del Mgliore’s nr^ stone of the CWni^naile 

was laid with great pomp mk the 26th of July, in |nes©aaee of the die^gy and 
religious orders, the goafaloniere, jmori, ma^etrates, and Simone 
the fugitive Ar^H^iop of Pisa. 
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and sculpture which Andrea Pisano executed upon his designs, ^ 
the most perfect combination of subjects, the most admirable form, 
-were happily brought together. That Giotto was not himself a 
sculptor may, in spite of Ghiberti’s commentary, be taken for 
granted ; ^ for the rehefs which the latter assigns to him are 
avowedly by Andrea. Nor would Giotto have been able to leave 
Florence even with the permission of the Government, as he did, 
to paint for Azzo Visconti at Milan, had he been obhged to labour 
in person at the edifice, of which he only furnished the plan and 
drawing, and superintended the execution. 

Of his works at Milan nothing remains ; but the Brera Gallery 
contains a Virgin and Child from his hand, of old the centre of an 
aJtarpiece in S. Maria degli Angeli at Bologna, the wings of which 
are now in the Pinacoteca of the latter city.^ A regular oval head, 
a smile in the long sht eyes, a movement more maternal than 
religious, are the salient features of the Virgin of the Brera. The 
Child, in its white and gold tunic, is intended to be playful, but its 
smile scarcely coincides with the stiff attitude of the body. The 
half lengths in the predellas are below the usual vigour of Giotto. 
On the border of the footstool in the Brera panel, the inscription 
“ OP MAQISTRI Joon DB FLORA ” is painted. ' The central part, which 
is well preserved, is remarkable for the natural tone of the colour. 
The sides at Bologna have been altered by cleaners, who flayed off 
the glazes and weakened the outlines, so as to show in parts the 
original preparation.^ It is a tradition in Bologna that the altar- 
piece was ordered of Giotto by Gero Pepoh, who, in 1330, erected 
the church of S. Maria degh Angeli, fuori di Porta Castiglione, and 
that, having taken eight months to paint the walls of the church 
itself, he had board and lodging in the convent of the Angeli.^ 

^ “Otie gli dis^d Giotto” (Vasajbi, voL iii., p. 106). “ Secondo il 

dis^o di Giotto ” (Ibid., voL ii., p. 38). 

® digoissimo . . . ancora nell" arte statuaria. Lo prime Storie sono 
iiell’ ©difido, a qiiale fu da loi ©dificato, del Campanile da S. Reparata, 
fxmmo d© sna mano scolpite e disegnate ” (Ghibketi, 2nd com, in Vasari, 
vol. 1, p. xix.). 

® Restored to its primitive form, this altarpieee, originally in S. Antonio 
Aba^ of Bologna, represents the Virgin, veiled even to the neck and chin, 
holding the Inf^t in her arms, whilst the Saviour grasps the border of her 
dress, and, smiiiE^, plays with her. She sits enthroned in a niche between 

azt^angels Michel and Gabriel, SS. Paul and Peter ; and the medallions 
of a pediment are filled with the Ecce Homo, the Virgin and S. John 
Evangel^ti, S. John tlae Baptist, and the Magdalen, f entire work is now 
in the P^daooteca Bok>gna.J 

* the feet, hands, and neck of the angel Gabriel. 

* See ZAiffOOTJi, amm, di B&iogna of 1792, p. 398, in Lamo’s 

Oraticxda ^ Boiogna, 1844, p. 2, 
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The Graticoia di Bolog-na, published by Lamo,^ stat^ that four 
figures painted on the sides of the old Galliera Gate of Bologna 
were commissioned of Giotto by one Scannabecco. But the MS., 
w^hich Lamo publish^ Tvith comments, is hardly entitled to credit 
if one considers that it assigns to Giotto the fr^coes of Mezzarata, 
which are very inferior productions of later Giottesques.* 

That Giotto painted a picture representing S. Francis receiving 
the Stigmata, and sent it to the convent of S. Franc^co, at Pisa, 
is certain, as the picture still exists in the Louvre, and, though much 
damaged by restoration,^ preser\^es the character of the master, 
as well as his signature : “ opus jocti florentini.” ^ That Giotto 
should have painted in the Campo Santo of Pisa is, however, im- 
possible, as the frescoes assigned to him are obviously of the close 
of the century, and by one who had inherited some Giottesque 
peculiarities, but not the style of the master. 

In the collection of the late Mr. Bromley was a picture repre- 
senting the Entombment of the Virgin,* the traditional religious 
ceremony, in which the angels take a part with tapers and censer. 
The Virgin is low^ered into the sepulclire by tw’O angels and one of 
the apostles. The Saviour, in the centre, takes to His bc^m the 
soul of the Vii^n, a smiling infant stretching its arms towards Him. 
The composition, of numerous figures, has the style and the filing 
of Giotto, with his mode of distribution. Much injury has been 
done, however, by the abrading of the painting, and the cx>nsequent 
absence of the original harmonies of the (xilours and final touches. 

In the same collection a Coronation of the Virgin aligned to 
Giotto is without the qualities of the painter, and has but the 
general features of the school. 

1 Lamo, xM mp., p. 27. * Lamo, Graticola, ubi mp„ p. 16. 

3 [No. 1312, Louvre Catalog.] All colour is gone. 

* The attitudes of the saint and of the seraphim are exactly as tl»>9© of 
the fresco in the Upper Church of Assisi, and similar to the remains of the 
same subject in S. Anthony of Padua. The character, type, tmd expremimx 
are the same in the movement likewise bold and naturaL it would 
seem as if in this subject Giotto endeavoured to imprees upon tte saint a 
sense of pain, to support which require© enei^ of will comMuBd with 
resignation. The three little scenes in the pedimact, the Pope's of 

S, Francis supporting the falling Church, the Granting of Buies of the 
Order, and the Saint with the Birds, are in the tyricia form, and oountm:- 
parts of the same subjects in the Upper Church of Issiri. 

® Lately sold to Mr. Martin for guineas — Vasan deaenbes a picture 

representing this sub|wit in C^nisssKiti at Florence and says it was ^^nted 
with much diligence, adding that it had been highly pra^ by 
An^lo. The same subject treated by Angriico has bem ©r^raved m ^ 
E^ria-PiUrice as the work to which Vasari alludes. This picture, also m 
England, belongs to Mr. Ful^r Maitland (1854). 
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Giotto, in the last days of his life, was so busy with great enter- 
prises, that it would be hardly possible for him to pay much atten- 
tion to the execution of small works. There are pictures, however, 
of those years which bear the impress of his spirit, and one example 
is now in the Treasury of the Duomo at Florence. A half figure 
of the Virgin looks out from a balcony pointing to one of two 
miniature figures kneeling at her sides, supported each by her patron 
saint.^ Tlie inscription at foot runs : 

AXO DNI MCCCXXXIin DIE XV EEBRUAEI. 

Tliis well-preserved piece has the Giottesque stamp, particularly 
in the figure of S. Zenobio at the side. The Virgin recalls those of 
Taddeo Gaddi,^ and shows us the passage from the works of Giotto 
to those of his pupils. Other pictures in various galleries and 
private collections are assigned to Giotto, but deserve no peculiar 
mention, being evidently false attributions. 

Giotto died at Florence in 1336,^ leaving the facade of the 
church of S. Maria del Fiore incomplete and the bell-tower un- 
finished. He was buried in the church of which he had been for 
twn years the architect and master, and was honoured in later 
times by a monument upon which Benedetto da Maiano carved 
his portrait.'* 

^ Ijeft, S. CatheriDL«; right, S. Zenobio; gable point, Christ in the act 
of benediction. 

* See poBiea, the Berlin altarpiece, and a triptych of the same period 
at Florence, and the fresco of the Virgin and Child above the tomb at the 
entrance of the Baroncelli Chapel. 

’ January 8, according to Viixaki (G.), book xi., c. 12. 

* At Ognissanti, says Vasari, Giotto painted an entire chapel and four 
altarpieces. One of these, hanging above a door leading to the choir, is 
mentioned in a record of 1417 published by Bioha, ChiesQy vol. iv., p. 259. 

[Mn. Bbssnsoh tbe following pictures not spoken of in the text 

to Giotto, See the FlorefUme Painiers of the Renaissance (Putnams, 1898), 
p. 114: — 

Assisi, Chapel of S. Mary of Eg 3 npt. Frescoes, (?) early. 

Bbiguton, ytc. Henry Willett. Presentation in the Temple. Early. 

MuifiCH. — ^No. 979. Sm«d! panel : Madonna ; Washing of Feet ; Last 
J ud^ment. Eariy. — 980. Small panel : Crucifixion ; Flagellation ; Christ 
bearing Cross ; A Francis receiving Stigmata. Early. — 981. Crucifixion in 
part. — Last Si:^)per.] 



CHAPTER XII 


ANDREA PISANO AND THE SCULPTORS OF THE 
XIV. CENTURY 

‘‘ There is no example of prosperity or perfection in the art of 
painting, unaccompanied by a relative display of excellence in 
that of sculpture ; and an attentive student of the works produced 
in every age will be convinced that the two arts are sisters, bom at 
the same time, and governed by the same spirit.” With the^ 
words Vasari opens the life of Andrea commcmly called Pisano. 
That the two arts were sisters in the thirteenth century m tme ; 
but that sculpture might Justly claim the right of primogeniture is 
equally so. Hence the argument of Vasari is, in a certain measure, 
false. The converse of his proposition w’ould not yield a true 
conclusion ; for in the time of Niccola Pisano, sculpture found no 
sister of equal birth in painting. When NicxK^la bequeathed his 
art to Giovanni, it underwent, in the hands of the latter, a per- 
ceptible change. To a cold and inanimate imitation of the antique 
succeeded a return to the study of nature. Giovanni, however, 
in the attempt to revert to the first principles of plastic delineation, 
had too much to forget ; and he wavered ever between reminiseeiicas 
of the formal classic and a material or false copy of nature. What 
Giovanni failed to compass was happily attabied by Andrea Pisano, 
under the influence of Giotto ; for he owed to the gr^ Florentine 
the design of the bronze gates in the Baptistery of Morenc^,^ Hiat 
of the reliefs on the Campanile, and no doubt also, that of the figures 
which so long adorned the front of S. Maria del Fiore. 

Andrea bom at Pontedera ® in the Pisan territory, imd is 

^ “ XJna delle porte della quale aveva fatto Qiofcto «n disegiK> belMasimo."’ 

Vasabi, voL ii., p. [That theee reliefs w^ne uot designed by Giotto be- 
comes more and more certain. Andrea finisbed the mo<^ in wax in 
they were founded about 1S32 by the Venetian Leonardo Avanxo, but not 
well, for Andrea cast them i^ain hims^. They w^re set up in ^)pomte 
the Duorao, whence tiey were moved later to make room for tbo^ by 
Gliiborti.] 

* See the docom^t to that effect in Bonauu, Jfeinorte Jrtnl., uibt mp., 
pp. 60-61, 127-8-0. 
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supposed to have served Hs apprenticeship to Giovanni Pisano 
as early as 1305.^ His father was one Ugolino Nini ; and he 
inscrib^ his works -with his own, his father’s, and his grandfather’s 
name. Taking example from the works of his Pisan predecessors 
and from those of Giotto, he displayed precocious talents in certain 
works at S. Maria a Ponte in Florence ; but, if Vasari truly assigns 
to him the plans of the castle of S. Barnabas, called the Scarperia, 
he must as early as 1306 ^ have acquired aU the knowledge necessary 
for the profession of the architect and engineer. Yet the great 
works of Andrea date no further back than 1330, when he com- 
pleted the bronze gates of the Baptistery of Florence, in which, to 
the perfection of composition and distribution due to Giotto, he 
add^ a clear and simple language free from all redundance, ex- 
pressing the leading idea of his subject in the clearest form. He 
displayed a novel power in the reproduction of the -nude, and the 
most perfect knowledge of proportion and harmony of parts allied 
to elegance of outline and beauty of modelling. His drapery, in 
itself simple, nobly clad his figures. These qualities are to be 
found in the eight reliefs of the Virtues, in which the emblematic 
character of each figure is impressed upon it with unmistakable 
force. The sense of hope had not been more ably rendered by 
Giotto himself than it was by Andrea in the sitting figure of a 
youthful and beautifully clad female, raising her head and arms 
with supreme longing to the crown which she awaits. Nerve and 
force could not have been better rendered than they were in the 
muscular arm and frame of Fortitude, clad in the spoils of the lion, 
and holding a mace and shield. In the upper subjects from the 
life of S. John the Baptist, the idea predominates over the form 
without detriment to the form itseK. Strength, tenderness, every 
smtim^t which gives life to action, may be seen appropriately 
displayed, without triviality or vulgarity. These gates are 
inscribed : 

AnDBEAS UGOLINI NINI DB PISIS ME FECIT AD. MCCCXXX 

md they d^rve in every sense the praise wliich they elicited, 
as well as the curiosity of the public ; who, according to 
Simone ddla T(m,® went in crowds to their inauguration in 

* OMKpl and Momam assume that “ Andreiiot‘ius Pisanus, famulus 
Magtefed Johaimis,” who appears m a documeefc of the Pisan archives, is no 
othw Andim di Pontedera. 

* dio- ViMANi, ith. vii, c. 86. 

* In MoitBONA, voL ii., p. 367. 
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presence of the ambassadors of Naples and the ‘‘Signoria” of 
Florence.^ 

The statues of Boniface VIII., of S. Peter and S. Paul, the 
propliets, the four doctors of the Church, S. Lawrence and S. Stephen, 
all forming part of the ornament to the front of S. Maria del Fiore, 
were removed in 1588. The remains of the first of th^ figure 
may be seen mutilated in the garden of the Riccardi famOy, at 
Valfonda, together with those of two of the Doctors of the Church, 
S. Peter, and S. Paul ; whilst the two remaining Doctors lie in the 
garden walk leading to Poggio Imperiale, and remnants of other 
parts of the monumental front are to be seen in the amphitheatre 
of the Boboli.^ But the bas-reliefs of the Campanile are in their 
places ; and it is possible still to distinguish those which Andrea 
executed from the designs of Giotto. Of thase the following is 
a list : 

On the West side nearest the Duomo, a series of hexagons forms the 
lowest range of ornament, and contains — the Creation of Man ; the 
Creation of Woman ; the First Labours ; Jabal, the father of those 
that dwell in tents and have cattle ; Jubal, the father of all such as 
handle the harp and organ ; Tubal Cain ; Noah’s discovery of wine. 
On the South side — Early Sabianism ; House building ; Woman con- 
structs earthenware ; Man trains the horse to the course ; Woman 
weaves at the loom ; Man makes laws ; He migrates and eMlores. 
On the East side — Man invents ships and navigates them ; He de- 
stroys the wild beasts ; He ploughs ; He invents the chariot. On the 
North side are the seven liberal arte and science. Pheidias represents 
sculpture ; Apelles, painting. But here the work of Andrea, on the 
designs of Giotto, ceased ; and Grammar, Poetry, Philosophy, 
Astrology, and Music, are later works assigned to Luca della Robbia. 
Above the gate of the tower is the Redeemer between Enoch and EE^, 
also by Andrea. In the next higher course of ornament, in starlike 
spaces, are— West, the seven cardinal Virtues ; South, the seven works of 
mercy ; East, the seven beatitudes ; North, six of the seven sacraments, 
the seventh being replaced by a relief of the Madonna. Amongst the 
statues in the niches, above the second course, four prophets, on the 
South front, are by Amdrea, the r^t by later hands ; and thoi^h some 
of these reveal the genius of Donatello, they suit the character of the 

i The assistant of Andrea in casting the bronze was, aexsording to BrosA, 
Ghiese Fwrentm^, Ma^laro Leonardo Q. Avasnao da 
of lippo Dini and Piero di Jacopo, goldsmiths, was aho secured to Andrm, 

g rohably for polishing and gilding the bronze. See also Oio. Viulaki, 
b. X., c. 176. . 

® See engravings of the Bonifa^:^ and apostles in Cioognara, plate xxxm. 
[ O /, Vasari (EdTSansoni), vol. i., p. 484. These works can hardly be by 
Andrea,] 

I. 


T 
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edifice less than those which the great Florentine conceived, and the 
Hsan carrie<l out. 

Here, in ail its vigour, and with a purely Italian character, 
statuary disclosed itself, free from the mannerisms or deficiencies 
of Niccola or Giovanni. It had assumed the types of Giotto, and 
clothed itself in a new garb, in which not a trace of the pagan re- 
mained ; but in its stead a more Christian sentiment prevailed. 
It is not possible to find anything finer in the century than the 
noble figinre of the Eternal, softly approaching the recumbent 
Adam, extending His hand and issuing the fiat, in obedience to 
which the man seems to live and to raise a part which has begun 
to receive animation. As a composition of two figures, assisted 
by the judicious placing of two or three trees, this is a masterpiece 
of artful simplicity. Again, in the Creation of Woman, the supreme 
repose of man, naked and bare on earth but dreaming of heaven, 
is admirably contrasted with the dawn of consciousness in Eve, 
who floats forward into life aided by the hand of the Eternal to 
inhale the vivifying breath, with an elegance of motion and of 
shape quite remarkable. In one, absolute rest ; in the other, partial 
motion. Nothing indeed can be more poetic than the rendering of 
this subject ; nothing more choice in form, in Ghiberti, Donatello, 
Michael Angelo, or even Raphael. It is a return to Greek art. 
It is living flesh, modelled in true and admirable proportions, 
draped in the simplest vestments. Take any other of these reliefs : 
see how man trains the horse, the elegance of the outlines, the 
truth of the action. Mark how the wiU is expressed in the rowers 
who symbolise navigation. The hand is that of Andrea Pisano. 
It is stamped with the genius of Giotto, and carries out his com- 
mands. One sees in these compositions, as in those of the bronze 
gates, his versatility, his fancy and vigour. Giotto had already 
painted the Virtues at Assisi and at Padua ; he conceived them again 
for Andrea in a different form. Inexhaustible, he never repeats 
himself. 

The fin^t nude of the fourteenth century is that of the Saviour 
in the Baptism of the bronze gates ; the most pleasing composition 
in the same series is the Salutation. The former is a figure which, 
for p^eetion of modeling, breadth of drapery, and beauty of 
rfmpe, rivals the Redeemer of the Baptistery of Ravenna. The 
art of Giotto, pre-eminent in j^dnting and in architecture, thus 
appears efuajlj so in sculpture, which, though carried out by the 
hands cff anoltor, is vivified by his spirit. It is the great^t monu- 
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ment of the rise of the fourteenth century, and gives final polish 
to the art of Pisa. 

Andrea, according to Vasari, executed numerous commissions 
at Florence for the Duke of Athens, ^ about 1343. In 1345 he was 
invit^ by the canons of Orvieto to direct the labourers at the 
mosaics, and to complete the numerous works of sculpture which 
stiU remain^ unfinished there.^ He laboured at Orvieto several 
years with his son Nino ; and, no doubt, many of the reliefs of the 
more modern time were by him. In 1351 he had finished and 
coloured the Virgin and Child above the central portal, of which 
something has been said in the notice of the Orvietan works ; and 
in 1359 he was one of those w’ho received and welcomed Andrea 
Orcagna, his rival in sculpture, and one of the greatest masters of 
his time in painting.^ It is not stated when he died, but Vasari’s 
assertion that this occurred in 1345 is manif^tly vTong.^ Of the 
sculptures assigned to him, in addition to those already mentioned, 
some have disappeared and others are not the produce of his hand ; 
and, without alluding further to these, one may trace in a rapid 
sketch the progress of his sons, Nino and Tommaso, the first of 
whom, having assisted his father in the bronzes of the Baptistery,^ 
and in the w’orks at Orvieto, inherited the maxims of Giotto’s art, 
whilst the latter sunk to the rank of a very inferior sculptor. It 
will thus appear that the Pisan school, having first extended its 
influence over Giotto, and afterwards received its last embelMi- 
ment from him,® sunk into insignificance, and shared the decline 
of the city which gave it life. 

Nino Pisano seems aJter his father’s death to have left Orvieto 

^ Vasajeu, voL ii., p. 44. A provision of Oct. 6, 1342, refers to the works 
of the new palace erected by the Duke of : Gate, Carieg^io, vol. i., 

p. 493. According to Vasari, Andrea gave plans for the Forta a S. Friano 
which was rebuilt'in 1332. We know from Gave vol. i., p. 491) 

that the gates of SS. Giorgio, Mmiato, Kiccoii, Camaldoii, and Ponte alia 
Carraia were renewed in 1340. 

* Deixa Value, Sioria dd Duomo d'Orvieio, p. 113, notices this fact, bat 
assiimes that the Andrea mentioned in the records k a painter and not the 
celebrated sculptor of that name. A renewed search in Um recoitk, haW’ 
ever, reveals the name also of Nino, the son of Andrea di Pemtedera. Vide 
Vasaki, vol. iii., note to p. 11. [And Lanoton 2>oi7<3ias, Duomo of 
Orvieto, in the ArckkecMtral Demew for June 1903.] 

® Vide Orcagna. Andrea Pisano is noted in Documwt 44 of Deixa 
Value’s Duomo d" Orvieto, p. 284, as parent at the diinw given to Orcagna. 

* Vasaei, vol. ii., p. 44. Ghiberti is the only authority for asmgning to 
Andrea works at S. Maria della Spina of Pisa. Com., tdn mp., p. xxvii. 

^ Vasaei, vol. ii., p, 39. 

* “ Essendo poi migliorato il disegno per Giotto, moi^ mi^iomrono 
ancora ie figure de’ m£trmi e delle pietre ; come feoe Andrea Pisano e Kino.” 
Vasaei, Proemio, vol. iii, p. 10. 
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for Pisa.^ In Florence he had executed, probably in his early 
time, for the Minerbetti Chapel, in S. Maria Novella, a Virgin and 
Child, left unfinish^ by Andrea, and above the door leading to the 
canonry of S. Maria del Fiore, a Madonna between two angels, with 
bronze wings.® Six or seven of his 'works remain in Pisa. 

A half figure of the Virgin giving the breast to the infant Sa'viour, 
plac^ between the two doors of the western front of S. Maria della 
Spina, disclosed first in Nino a modification of Giottesque feeling and 
a tendency to naturalism. Nothing can be truer than the movements 
of mother and child. The former bends her head down with an ex- 
pression of maternal affection, apparently struggling to suppress the 
sense of pain caused by the draught of the child at her breast. The 
ey^ are partially closed ; and mixed pleasure and pain are cleverly 
combined. The Infant scratches one foot with the toe of the other, 
and drinks evidently with supreme contentment. Here are the 
elegant forms, the fine draperies, without the essentially religious 
feeling of the Giottesque period. Another example of this peculiarity 
in Nino is the standing Virgin and Child between S. John and S. Peter, 
in three niches by the high altar of La Spina. The head of S. Peter 
holding the book and keys is a portrait of Andrea Pisano ^ somewhat 
dkproportioned, and remarkable for the shortness of the arms. The 
Virgin is, or should be, in the act of presenting a rose to the Saviour,^ 
who expresses in His face and action a desire to take hold of it. Here 
Nino again admirably expressed maternal afiection, and the face, 
figure, and draperies, are so admirably carved, that the sculptor de- 
serves the praise of having “deprived marble of its hardness and 
infused into it the life of flesh.” ^ Yet the figure, with all its grace, 
is slender, and affects a bend similar to that which in Parri Spinelli’s 
painting became a ludicrous exaggeration. Nature and grace, without 
the severity or nobleness of Andi^ and Giotto, are the characteristics 
of Nino, who grafts a mixture of realism and afiectation on the more 
solemn and grander forms of his teachers. Yet in this realism there 
wm as yet no trace of vulgarity. As to polish and fine workmanship, 
Nino surpassed all his predecessors. One of the Virgins on the pinnacles 
of La Spina, as well as the angel and Virgin Annunciate at each side of 
a picture by Fra Bartolommeo in the church of S. Caterina of Pisa, is 
also by him or some of his pupils,® Animation and cheerfulness are in 

^ [Of. Ljlnoton I>ooGmn, op. dt., fiwpra.] 

* Ihis Madonna Vasari assigiis to Giovanni; see antea^ and Vasaei, vol. i., 
p. 274. 

* VASAjan vol ii., p. 4S. 

* Tfae rose aiad part of the hand are broken off. 

® VASAjai, voL in, p. 44. 

* These figures, Tsdiich, according to Vasaei (voL ii., p. 44), were inscribed : 

“ A lii priEE^ 137^: qneste figure feoe Nino figlnolo d’Andrea 

ean hardly have been executed at the time stated ; since it is proved 
that Nino was dead in 1368. They were first in the church of S. &none 
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the face of the angel, but the length, slenderness, and affected bend of 
the frame are particularly characteristic of the sculptor. In the hair 
and vestments the old gilding and tinting may still be seen.^ The 
Annunciation, carved in wood and rotting neglected in a store-room 
of the same chmch, is also very probably by Nino,^ who, according to 
a funeral inscription quoted by Vasari, was an ivory worker, and is 
proved by doenments to have been also a goldsmith.® 

The only remaining monument produced by Nino, and one in 
which he preserved ^ivith most fidelity the Giotte^que feeling is a 
tomb erected in honour of the Dominican, Simone Salterelii, to the 
left of the entrance in S, Caterina of Pisa. 

On a base adorned with three bas-reliefs, a bier is placed within a 
tabernacle, supported on pillars, spanned by trefoil arches. Two 
angels raise a curtain at each side ; and on the slab lies the body of 
Simone, who died Archbishop of Pisa in 1342.^ Above this, between 
two pinnacle statues of S. Dominic and a monk, rises a ikbcmacle 
divided into three niches, beneath which a relief represen te the arch- 
bishop carried to heaven; whilst in the niches the Virgin stands 
holding the Saviour, under the guard of two angels. In the lowest 
reliefs, which are carved with a certain breadth, three incidents of 
Simone’s life are delineated. 

The angels raising the curtain are not without grace, whilst the 
figure of the archbishop is noble, well proportioned, finely draped, 
and a good portrait. The angels at the Virgin’s side sire rerainim^ent 
of the Giottesque manner. They are clad in simple vestments, 
and combine severe simplicity with elegance. The extremities 
are better than they were usually in the p«dntings of Giotto’s 
followers. S. Dominic, though damaged, is a fine^ w'ell-pro- 
portioned figure. The monument, however, m heavy, dispropenr- 
tioned, and out of harmony ; and it is evident that Nino, who so 
carefully carved details, succumbed to a very wmmon temptation, 
by sacrificing the whole to the parts, and marring general effect. 

In 1364, Pisa found itself one morning, to ite great surprise, 
deprived of republican institutions, and subject to a rich but very 

of the Camaldol^e of Pisaj and were afterwards purdiased by fraternity 
of the Battuti di S. Gr^orio. This frat^iity, having hired the oratory of 
S- Salvadore, dwindled down to one member in 1487, wtei its property 
passed to the Dominicans. See Bonaint, NoL Jned., pp. 65-6*. 

^ These figures were, of old, in front of the falasiears of the choir. MoJaaoNA, 
uM sup.r voL iii., p. 102. 

^ The figures are long, affected in movemmt, and coloured. The Imnds 
and arms are broken. . [Now in the Museo Civico.] 

® See the document in Bonaiki, Mem. Ined., pp. 126-7. 

^ iUoBRONA, iM sup.f vol. iii., p. 100. 



294 HISTORY OF PAINTING IN ITALY 

vain merchant named Giovanni dell’ Agnello de’ Conti. Taking 
the Venetian title of a doge, he indulged in a state worthy of an 
emperor, rode with a golden sceptre in his hand,^ and showed 
himself to the people at the windows of a house festooned with 
cloth of gold. Yet, mindful of the instability of human affairs, 
and desirous of securing to his family a final resting-place worthy 
of his high station, he commissioned Nino to erect a sumptuous 
tomb outside the front of the church of San Francesco. In spite 
of his wealth, he forgot to pay, and it was not till after his death, 
in 1368, that the debt was claimed by Nino’s heir, Andrea, and 
paid to Tommaso, the tutor and uncle of the latter. The record 
in which the memory of this proceeding is given is of special 
interest, because it shows not only that Nino was free of the guild 
of Pisan goldsmiths, but that he died between 1364 and 1368.^ 
Another record of 1358 shows that Nino worked in silver for the 
cathedral of Pisa, together with one Coscio quondam Gaddi, and 
Simon called Baschiera.^ Giovanni dell’ Agnello, however, em- 
ployed not only Nino, but Tommaso, the second son of Andrea, like- 
wise a goldsmith, an architect, and a sculptor. Having caused 
the palace of Pietro Gambacorta to be destroyed, the Doge com- 
missioned Tommaso to furnish a plan for a new one, of which the 
foundations were laid before his fall, and further entrusted to him 
the making of the model of a ducal helmet, the design of a regal 
chair, to stand in the choir of the cathedral, and a tomb for the 
remains of the Doghessa Margherita.^ This tomb was executed in 
due time by the artist, but perished afterwards in a fire. For 
none of these works was Tommaso paid; and it was not till 
popular rage put an end to the government and the life of Giovanni 
dell’ Agnello, that the debt was cancelled. The remains of Tom- 
maso’s works do no honour to the family. A tabernacle erected 
by him in the church of San Francesco, and now in the Campo 
Santo, is inscribed : 

TOMASO HOLUOLO . , . STKO ANDREA E ESTO LAVOROET EU PISANO. 

It represents the Virgin standing with the Infant between 
SS. Peter, Paul, and another saint in a niche, the curtain of which 
is drawn back by two angels. Seven reliefs, representing scenes 

1 F. ViLLANI, xi., p. 101. 

2 [Gf, Supmo, Nino e Tommaso Pisano, in Arch. St. delV Arts (1895), 
fasc. V., p. 350 et 

^ See the record in Bonaini, M sup., pp. 127-8-0, and pp. 12G-7. 

* Bonaini, ubi sup.y pp. 61, 127-9. 
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from the Passion, cover the base of the tabernacle. In these works 
the tendency to slenderness and affectation of bend is exaggerated 
beyond measure. A superabundance of drapery clothes figures 
remarkable for feeble movement and deformity of feet and hands. 
In one of the lateral chapels of the Campo Santo, two stone monu- 
ments disclose the manner of Nino and Tommaso, More of their 
works might be noticed ; but they need not be alluded to further, 
the object of the foregoing sketch being only to trace the general 
course of Pisan sculpture, its rise under Andrea to a level with the 
progress of Giotto, and its subsequent fall. It might be nec^saiy, 
were it the aim of these pages to vTite the history of sculpture, to 
notice the works of Giovanni di Balduccio, who is the author of 
various fine sculptures undertaken for and in the time of Azzf) 
Visconti, the arch of S. Peter Martyr at S. Eustorgio, the gate of 
S. Maria in Brera in Milan, the pnlpit in the church of S. Maria del 
Prato at S. Casciano, and the tomb of Guamerio di Castruccio of 
Lucca at S. Francesco near Sarzana — all completed in the first half 
of the fourteenth century and inscribed with the sculptor’s name. 
It might be well to mention the works of Alberto Amoldi, who 
executed, above the altar of the church of the Miserieordia at 
Florence, a Madonna assigned by Vasari to Andrea Pisano, and 
who laboured up to 1362 in the Duomo of Florence ; Cellino di 
Nese of Siena, who planned and carried out the tomb of Cino 
d’Angibolgi in the chapel of S. Jacopo of Pistoia, syad who worked 
in 1359 in the Campo Santo of Pisa ; Tino di Camaino, author of 
the tomb of Henry VII. in the cathedral of Pisa ; Agostino jukI 
Agnolo of Siena, sculptors of many fine monuments. To dwell 
upon the peculiar merits or defects of these men w’ould be outside 
the aim and purpose of these pages. 



CHAPTEE XIII 

TADDEO GADDI 


It is the privilege of a commanding genius to absorb all inferior 

but congenial elements and mould them into a form conducive to 

its ovna development. As the satellites, gravitating round a planet’s 

orbit, reflect more dimly the lustre of the parent star, so the artists 

of Italy reflected the genius of Giotto. He had concentrated round 

him the minor talents of his country, moulded them to his wiU, and 

used them for his purposes. But when he died, the light which 

he imparted to them disappeared ; and art, without progress, 

languished for a time. For twenty-four years, Taddeo, the son 

of Gaddo Gaddi had been the constant helpmate of Giotto ^ and 

was bound to him by the bond of service, the friendship of Gaddo, 

and the ties of daily social intercourse. Giotto was his godfather. 

How often had Taddeo, following the instructions of his friend 

and teacher, laid in the drawing and colour of a fresco which awaited 

only the final touch of the master to become the work of Giotto ? 

What was Taddeo’s art but the dim reflex of the genius of the 

latter ? When left to pursue alone his unaided fancy, what may 

have been his feehngs ? “ Art has fallen very low since the death 

of Giotto,” said Taddeo, when asked to name the greatest painter 

of Italy.^ Impartial history confirms the words and admits their 

truth. Yet it was no hopeless struggle that now commenced. 

Those who had served the master and contributed to his greatness, 

could not but echo his instructions, copy his conceptions, hterally 

interpret his meaning. But too intunately connected with his 

ways, they could not rise, or shake off the shackles which held them 

to the letter of his commands. But by their side arose others 

that were freer participators of the impulse which Giotto had 

given, fettered by no personal memories of the past, or above the 

vulgar class of mere imitators. It would be a more pleasing task 

at once to dilate upon the merits and services of the latter. Yet 

1 See Cennino Cennini’s remark to that effect, most easily found in 
VASABI, vol. U., p. 158. 

Sacchetti, ub^ sup.y voL ii., p. 221 ; Nov. cxxxvi. 
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the deficiencies of the former may have had some infiueiK'e upon 
tlie progress of their age as showing w^hat art had to avoid ; and the 
immediate pupils of Giotto claim naturally the first attention of 
the student. The melancholy but unquestionable truth impecting 
these is, that they reduced what in Giotto was art to the dimenaions 
of a trade. Whilst they enjoyed the advmitage of his compositions, 
wdiich the 3 r-copiai — w^hilst they considered themselves fr^ from 
the necessity of exercising the gifts of fancy — they w'ere but too 
obviously induced to devote exclusive attention to ease and 
rapidity of hand. With boldness, the result of practice and ex- 
perience, but without the spirit of natural observation, they con- 
ventionally copied forms less with reference to their real appearance 
than to a false model which had become usual wi'th them. But 
this system is pernicious in so far that, as the source of all art 
which is nature being distant or faintly remembered at first, becomes 
more so in the evolution of time, not progress but retrc^r^sion is 
certain — till false forms become so familiar that they are assumed 
to be exact repr^ntatives of the reality. This was the misfortune 
and the peculiarity of Taddeo Gaddi, w'hose artistic career seems to 
have commenced when Giotto left Florence to visit Naples. In 
that year, as has been previously noticed, the Baroncelli Chapel 
in S. Croce w^as completed,^ and Taddeo, after painting, as the 
style alone w'arrants the critic in asserting, the Virgin and C3iild 
betw^een four prophets, on the funeral monument at the entrance,® 
executed on the walls of the chapel itself the following scenes from 
the Proto-evangelion and New T^tament, 

On the lunette of the side, to the left of the entmnce, he repre- 
sented the Expulsion of Joachim from the Temple, and in four com- 
partments below the lunette,® the Mating of Anna and Joachim, the 
Birth, the Betrothal, and Marriage of the Virgin. On the wall facing 
the entrance, at the sides and above a window which lights the chapel, 
he placed the Annunciation, the Salutation, the Angel appearing to 
the Shepherds, and their Adoration, the Magi journeying to Bethlehem, 
and their Adoration. 

The first of these scenes, which Giotto had already c^ed out 

1 [Giotto was invited to NafOes in 13^, tbe building of Baroncoili 
Chapel was finished in the yoar 1388. Taddeo may Imve begun before the 
chapel was complete, but it cannot have been veary much Wore.] 

* Under a painted arch, in the apex of which ^ arms of the Baixjncseili 
are counterparts of those on Giotto’s ^tarpiec© iimde. 

^ The oomparknJnts wee divided by painted winding columns «4ad oomiccw 
of feigned ardhitwture. 
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at the Arena of Padua, was distributed in truly Giottesque perfec- 
tion by Taddeo, and illustrated by a very animated, often vehement, 
action. 

With anger in their faces the priests pursue J oachim, who, pre- 
cipitately retiring, seems pushed out by the shoulder by the chief of 
them. The more fortunate Jews, who have not incurred the anger of 
the priests, kneel or stand to the right and left, holding the lamb 
offerings, and with surprise depicted in their faces. Clad in broad 
draperies, in noble bearing and of well-proportioned frame, Joachim 
retires from the scene of his discomfiture. Outside, he may be seen 
comforted by the angeU 

Equally fine as a composition is the meeting, at the gates of 
the town, of Joachim, followed by a servant, caiT3ring his rejected 
offering, and Anna, vith a suite of three graceful females. 

The Birth of the Virgin is not essentially different from the t3q)ical 
one of Giotto and his predecessors.^ The Presentation of the Virgin at 
the Temple, of which a beautiful small design on grey paper exists in 
the gallery of drawings at the Louvre, is a crowded composition, to 
present which would have required in the artist a knowledge of per- 
spective not to be demanded of one living in the fourteenth century. 
The Virgin may be seen ascending the steps of the temple accompanied 
by Joacmm, Anna, and an Infant, to meet the high priest standing at 
the head of the flight, accompanied by his suite, and surrounded by 
spectators.^ On each side of the foreground groups kneel ; and, 
prominent on the right, behind two beautifully drawn females, a man 
with a long beard in profile holding his dress, and looking with eager- 
ness at the Virgin, discloses the features of Gaddo Gaddi, the painter’s 
father, such as Vasari engraved them in the life of that painter, and 
n^r him another, also bearded, in a cap, and of fierce aspect for so 
timid a man, revealing the face of Andrea Tafi.^ 

Utter want of repose and order characterises the composition of 
tile Spoj^lkio ; the bridal pair and their parents being surrounded by 
a crowd, some of whom, to the left behind Joseph, have a look of con- 

^ A fine natural figure in a glory, the rays of which are all repainted. 
Joadiim sits on a roc£ His green dress in great part retouched in yellow. 
In a disfeant landscape, three shepherds. 

* *11^ figure of Anna, on the b^, has boon obliterated, and a new intonaco 
introduced but not filled up. The composition thus loses all balance. The 
nurs^ have washed the babe, with whom one of them plays. 

* whole of the figure of the Virgin, ppi; of that of Joachim and S. 
Anna, and tise steps are repainted on a new intonaco. A kneeling figure of 
a man to ^ Mt is r^)amt©d as to the dre^. The figures in the middle 
distance are dbKwrt and ill |Hoportion©d. 

* <ariticSp in error, would have un take th^e portraits in the next 
oomparkneiit of Um Spostikio. 
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tempt/ and others, such as the youth breaking the bough, are ugly 
in form, features, and expression.* To the left front of these, two 
musicians express very fairly in features that are not without nature 
or beauty, the act of blowing the pipe. Confused as the scene un- 
doubtedly is, a certain individuality and some character in a few 
heads somewhat retrieve its principal defect. The profile of the 
bridegroom is fine — that of the high priest, uniting the pair, equally 
so. A group of females to the right is elegant, especially so the female 
with the diadem next but one to the Virgin. 

Who will not admit that, compared with Giotto, Taddeo was 
conventional, in expression, movement, and execution ? His 
ideas of proportion were, indeed, different from those of his master ; 
and his partiality for long, slender shapes disclc^es almost at once 
who it was that assisted Giotto in the southern transept of the 
Lower Church at Assisi. But he w^as not even true to a fixed 
standard in this, though better perhaj^ than other pupils of Giotto. 
Fancy he did not possess ; and he seldom desired to express action 
without falling into an exaggeration of vehemence. The affected 
air of the hea^ was increased by constant neglect in defining the 
forms of eyes, which he usually gave with long lids, hardly open, 
and unfinished at the comers. He drew with that sort of facility 
w^hich the Italians call bravura, making the heads long, narrow', 
and without projection at the back. A peculiar obliquity was 
given to the face by the false line of the cheek and chin, which, 
instead of contrasting with that of the no^, generally followed 
it in an aquiline course. The neck always seemed inordinately 
long, the short, coarse hands and feet neglected in drawing, the 
nude stiff and hard, the draperies broad but arranged. Without 
the sobriety of Giotto, he painted the vestments in gay contrasts 
and of changing hu^. His colour was laid in with an ease and 
consistency of texture that betrayed facility and haste ; and he 
seldom took the trouble to fuse his tones. His shadow's were 
dark,® their mass patchy. The idea of rdirf by light and shade 
w'as imperfect, and fhe surface genersdly flat. Taddeo’s execution 
w^as, in fact, rapid, decorative, and conventional. Yet to a distant 
observer, his style was effective, and ^meiimm imposing. Lowar 

^ Near these, aecording to the commentators of Vabaei {voI. i., p. 207), 
the ptirtraits of Gaddo and Tsdi. 

2 The blue dress of this figiir© repainted In ^ csenke of the fore- 
ground another figure brmfes a stick und^ foot. To the right, a group 
of females ^jems to have ac€«>mpanied the Virgin. 

3 Dark verde, and the li^ts stippled in a somewhat purj^ tone, the 
outlines of a wine-rod. 
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than Giotto in the scale of art, he was essentially inferior to him 
in rendering character and expression, lacking at once his softness 
and gravity, his elegance and severe simplicity. 

That the religious feeling peculiar to Giotto could not be 
maintained by T^deo is evident in the Annunciation, where the 
Virgin sits and quietly awaits the angel who flies down from 
heaven. In the Salutation, he changes the typical form of the 
composition and makes Elisabeth kneel before Mary. In the 
Apparition to the Shepherds he painted a graceful angel ; to the 
shepherds he gave vulgar features but true and energetic action. 
In the Adoration, S. Joseph sits to the left with his knee between 
his hands. In the Progress of the Magi, it is no longer a star but 
the figure of the infant Saviour in the sky that guides them.^ 
One who looks up under the hand, which he raises to protect his 
eyes, discloses a very common type in Taddeo Gaddi, a long nose 
and chin, and a forehead and head that preclude the idea of brains. 
In the pilasters at the sides of these scenes, S. Joseph with the 
blooming rod is a figure of some beauty, whilst David below, 
trampling on Goliath, is fine and natural. Here, however, greyish 
lights are painted over red semitones and red shadows ; and the 
system of changing hues is carried even into flesh tints. In the 
diagonals of the "double ceiling Taddeo placed the eight Virtues, 
Faith, Hope, Charity, Prudence, Justice, Temperance, Fortitude, 
and Humility, all painted in dead colour, but vflthout the fancy of 
Giotto. But one example need be cited to show how little the pupil 
had inherited of this quahty. Giotto, at the Arena of Padua, 
represented Temperance with a bit in her mouth, holding a sword 
bound to its scabbard ; Taddeo merely represented a female holding 
a mckle. Nor were the figures less defective as regards movement 
and design than they were in respect of invention and fancy, when 
(X^mpared with those of Giotto at Padua. 

It has never been doubted that these fr^oes, which Vasari 
assigiias to Taddeo, were really executed by him. But, if tried 
by a sure t^t — ^that is, by comparison with works of the artist 
which bear his name and a date — ^it will be seen that Vasari’s 
bic^ra|hy is, in this instance, correct. One of these works is an 
idtarpiece, now exhibited in the Museum of Berlin, and inscribed on 
the cented panel ® with the words : 

AHNO BNI MCC OXXXm T MBKSIS SEPTEMBRIS TADEUS ME EECIT. 

* All Isis© figccres her© are mpaiuted except the head noticed in the text. 

The the is lijkewise repainted. 

* Na 107% B^rlm O&kdogue, 
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Here the infant Saviour, with broad head and cheeks sitting on 
the Virgin’s knee, faintly attempts a smile as He caresses her face. 
The slender narrow-facacl Virgin, in a simple attitude, trying to smile, 
shows a strange exaggeration of tendern^ in the long half-cicjsetl 
eyes.^ Some nature is observable in the portraits of the patron and 
his wile, kneeling at the foot of the throne ; stern gravity and a 
finish^ execution in the saints on the border of the antique frame at 
each side.® 

Here, then, is a genuine w^ork which may be compared with 
thc^ of Giotto. Taddeo succeeds in imparting an affected sense 
of maternal tenderness and nothing more. Religious feeling he 
clearly do^ not p<^ess. A certain seriousness and steadiness of 
gravity may be noted in the figures of apostle ; the drawing is 
precise and more than usually careful, especially in the extremities. 
The colour is luminous and so rich in vehicle as to appear moistened 
with oil, yet a little flat in general tone ; tibe draperies are in gay 
and changing hues. In the right hand wing, the Birth of the Saviour 
is, with some slight chimge, but a repetition of the same subject 
by Giotto in the Lower Church of A^dsi.® Above this scene is one 
from the life of S. Nicolas of Bari, dramatic and truly Giottesquo 
in character ; ^ w^hilst in the left hand wing,® beneath tw^o prophets 
in the angles, is the Crucified Saviour, no longer the fine simple figure 
of Giotto, but a long slender nude, as yet not colossal, as Gaddi 
afterwards conceived it. The Magdalen grasps the foot of the 
Cro^ ; and the Virgin and S. John Evangelist staiKi at each side. 
Above this also, a sc^ne from the life of S. Nicolas Bari is depicted, 
in which,® as in its counterj^trt on the other side, individuality aiid 
animation are conspicuous. None, indeed, but a pupil oi Giotto 
could have followed with such certadnty his laws of composition. 
The saints on the altarpiece,’ when closed, are inferior to the im^r 

^ As usual, the Hue of tfie cheek follows that of the no®e and moufclu 

® SS. John Baptist, Francis, and twelve apocttlea. 

* The group of wom^ washing the Qiila is eimmt. In the distance the 
Adoration of the Shepherds. 

* Where Taddeo repre^nts the saint returning ^tm child to its parmt^, 
and the affection of latter is well ^K>wn by the action. A natoral inci- 
dent, too, is that of the dog re<x^niang in th^ child an old fri^tni In the 
upper angles two prophets. Tl^ Berim Cakihgue calk thk a from the 
life of S. Catherine. 

® No. 1080, Berlin Cakdom^. 

* The saint presents the child wi^i t!^ cup to its surprised parents, who sit 
at a table. 

SS, Margaret, Catl^rine, and Christopher carrying the Saviour. Christ 
between the Virgin and UvMigelist. Tl^e femn No. IC^I <if tlie Bmiin 
Cakdogue. The three paB^te, forming oiiginaliy an altarpicee, were in the 
Gallery of Mr. Solly. 
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Hubjeeti^ ; and, in the rudeness of their execution, recall more than 
the rest the rougher manner of the frescoes in the Baroneelli 
C’haj>el. But doubtl^s much of this bad effect is caused by rubbing 
downd Anotlicr, and, if possible, still more important example 
than the foregoing is an altarpiece in the sacristy of S. Pietro a 
Hegognano near Poggibonsi, inscribed : ^ 

TADDEUS GADDI D FLORETIA ME PIXIT. M.CCCLV. QUESTA 
TAVOLA FECE FARE GIOVANNI DI SS. SEGNIA P REMEDIO DL 
ANIMA SUO ED SUOI PASSATI.^ 

Tliis picture, which is a Virgin and Child enthroned amongst 
angels, confirms all that has been said as to the characteristics of 
the painter’s manner, and shows what Giottesque art was twenty 
years after the death of Giotto. 

Guided by the certainty which results from the contemplation 
of pictures actually signed by Taddeo Gaddi, the spectator may 
turn with some confidence to the small panels in the Gallery of 
Berlin wliich represent the Miracle of the Fallen Child of the Spini 
Family,^ and the Descent of the Holy Spirit ; ^ both of them forming 
part of a series, of old adorning the presses of the sacristy in 
S. Croce at Florence. They were obtained from thence by Baron 
von Rumohr, and assigned by him, on the authority of Vasari, to 
Giotto.® Taking the first of these panels in connection with the 
rest of the series, eleven in number, which are now in the Academy 

^ In the Bigalio at Florence, in the room of the “ Commissario, ” is a small 
triptych which, with slight exception, corresponds exactly with the picture 
at Berlin (some saints here and there being different). The subjects, the 
composition, are similtn. The painting, too, has the same character and 
beauty aa that of Beriin and is by the same hand. The painter’s name is 
absent, but on the border of the central pinnacle are the words : “ anno 
DOMINI Mocoixxm.” TMs is a very pretty and well-preserved piece, 
showing 1 k>w jwimters of this pmod repeated themsdves. 

Anoth^ v&ry pretty picture in the same character was pr^erved till 
quite laMy m Ihe &mvmt of the Angeli at Florence. It represented the 
Crucifixion and saints — a trmtydh with gables. 

® P?ow in the Gallery of Sima, No. 107. It clearly shows its derivation 
from Giotto’s altarpiece in the Florence Academy.] 

* The rignature and date on the step of the throne— the rest on the lower 
edge of the picture. The arms of the donor are above the signature — three 
roses and bar on fidkl azure, probably arms of the S^ni. 

Vii^ enthroned holds the Infant on her lap. He has a bird in His 
r^ht. With tlw feft hand He graspe one of the Virgin’s fingers. Left and 
righ^ ^ angel erect holding an offering of unguent and of a crown. Lower, 
at sides, kn©^ ^le four angels, two offering fiowers, two with the ineen^ 
Gold ground.^ preserved, with exception of abrasion on 
tha le^ lower comer, the pieture is a rimple ar<^ied rectangle. 

* No. 1074, Ckmiogue, « Ibid., No. 1073. 

* Vasaiki, imL i, pp. 31S, 314 ; and Bumohb, Fer»chw%^m^ vol, ii., pp. 63~4. 
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of Arta at Florence,^ it is evident that the compositions are Giotto’s, 
and executed according to his maxims; that the attitudes, the 
action, are likewise his ; tliat the subjects arc in fact, more or less, 
repetitions of the frescoes of the Upjx^r Church of Assisi ; but 
that the execution is sketchy, conventional, and decorative ; that 
the feeling of the great master is absent, whilst the heads, features, 
and extremities are of the false and ever-recurring fonns peculiar 
to Taddeo in the Madonnas of 1334 and 1355, and the frescoes of 
the Baroncelli Chapel. Nor are the further pwuliarities of Taddeo, 
namely, gaiety of colour, depth of impasto and dash in the handling, 
less marked than in the certain examples of his hand. The panel 
at Berlin is undoubtedly the best preserved of the series ; and 
precisely there the style of Giotto’s pupil is most pcBitively 
developed. 

Tlie composition of the Descent of the Holy Spirit ® at Berlin 
belongs to the second series pre^rved in the Academy of Arts at 
Florence, and is, like ite companion representing the miracle of 
the fallen, child, in good preservation ; but, of the thirteen panels, 
the finest is the Transfiguration, which has the magnificence of 
the compositions of Giotto carried out by Andrea Pisano in the 
bronze gates of the Baptistery of Florence. The Saviour is 
represented ascending from Mount Tabor with Enoch and Elias 
at his sides, whilst three apc^tl^ are pre^trate on the ground in 
terror at the extraordinary light that shines in the heavens. Yet 
splendid as the competition undoubtedly is, the execution has 
the defects of Taddeo Gaddi.® 

S. Croce could boast in the fourteenth century of more frctcoes 

^ No. 4. S. Francis Abandons liis Heritage. No. 5. Innoc^l soos S. 
Francis in a dream supporting fidling Church. No. 6. Innocmt Appmvm 
the Order of S. Francis. No. 7. S. Franm appears in a flaming ear to some of 
his disciples. No. 8. Martj’rdom of seven FimK^iscans at Ceuta. No. 9. 
Honorius III. confimts the rules of tlm Order of S. Francis. No. 10. S. Francis 
holding infant Christ at tlie Christmas Maas. No. 11. S. Franck 
ing to Anthony at Aries. No. 12. S. Francis reomving the Stigmata. 
No. 18. The Funeral of S. Francis. No. 5 is so far difl^rent from the sa m e 
compo^tion at Asrisi that the head of the Pope is tinmed in the o|^}omt© 
direction, and S. Peter is introducsed the Po^’a hedL No. 12 k an exact 
counterpart of the fr^co at Aaski, and so k No. 9. 

* No. 1073, Berlin assignod to Giotto. 

® The rest of the series at tl^ A»ckmy of Flor^c^ comprises : — No, 1 8, The 
Salutation. No. 19. The Adoratkm of the Sl^herds. No. 20. The Adora- 
tion of the Magi, No. 21. Pres^tatkm in the Twipie- No. 22. Ctirkt 
amongst tlie iSxjtors. No. 23. The Baptism Saviour. No. 2C Th0 

Transfiguration. No. 25. Tl^ Last Supp^. No. 26. The Crucifixion. 
the fonn of the Saviour k leas |5^ect in fmrm, shorts, and of worse pro- 
portions than in the pictoee of Giotto. No. 27. HIms Besurreetion. No. 28. 
“ Noli me tangere.’* No. 29. Tli© IinxeduHty of S. Diomiis. 
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by the pupil than by Giotto liimaeK.^ These have all perished, ^ 
but there remains one which may well be assigned to him in the 
great refectory, where, beneath a vast Crucifixion and Tree of 
Jesse, and four side scenes from the life of S. Francis and S. Louis 
by some unknown Giottesque, a Last Supper is depicted. 

In the latter fresco, the Saviour sits behind a long table in the 
midst of His disciples, and S. John falls fainting on His bosom. Judas 
alone is seated in front of the table, and places his hand in the dish ; 
S. Peter, from his place, at the side of S. John, looks sternly at the 
traitor, whilst the apostles generally are distinguished by animated 
movement. Amongst the episodes depicted at the sides of the 
Crucifixion, are S. Francis receiving the Stigmata, and the “ Noli me 
tangere.” ® 

Tlie w^all so adorned has a fine and imposing aspect, though 
much of the background is damaged or repainted.^ The grandeur 
of the composition in the Last Supper is, however, marred by the 
somewhat weighty character of the figures, and the large size of 
the heads. The eyes are dra^vm with close horizontal lines, and 
without comers, as was usual with Taddeo Gaddi ; the foreheads 
are low ; the necks broad, the hands short and coarse. Abruptness 
in the passage from light to shade, abuse of red in the shadows, a 
bold neglectful ease of hand in the drawing and colouring of the 
parts, draperies more arranged than natural, gay tones of vestment, 
are ail peculiarities of Taddeo. The Crucifixion, on the other hand, 
is competed of figures remarkable for exaggeration of length and 
without the just proportions which Giotto always succeeded in 
maintaining. Some of those in the foreground are, indeed, very 
feeble. Hus subject, with its attendant figures in the Tree of 

^ H© adori]^ the walls of the chapel belonging to the Bellaci family, 
and executed two incidents from the life of S. Peter in the Capella di S. 
Andrea. {Tl^ drawing of one of these incidente, was in Vasari’s album. 
VASAJai, voL ii., p. 121.) At the lower side of the tomb of Carlo Marzuppini 
was a Piet4 which he had produced ; and in the great screen of the church 
the Miracle of the fallm cnild of the Spini family, with portraits in it of 
Giotto, Dante, and others (Vasabi, vol. n., pp. 110-11, and vol, hi., p. 198). 
Beneath this fresco was afterwards a Crucifix by Donatello. Ibid. 

® [Save those alre€Miy described in the Baronoelii Oiapel ; and those on 
the outer arch of that chapel, which were still covered with whitewash when 
the authors wrote. The r^ecfcoiy is now the Museo di S. Croce.] 

• In the Crucifixion, S. Frmids grasps the foot of the Cross. To the left 
hi a hne^ing figure, behind wMch group of the fainting Virgin is placed. 
To th© ri^t a bishop sata, with three s^te at his side. 

* The bacteropaatht* €NPigmaIly bh^ are now red, the und^preparation 

up. Nesr S. i%fc©r in Last Supp^, the intonaoo has 
laBei^ and ^her jxrbs ^ireateii to drop. The oomar of the table to the 
right, and par^ m are rei^iinted. 
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Jesse and side fr^joes, is executed, however, with a certain ease of 
hand, and Ix^trays an artist of the middle of the fourteenth century 
confident in somewhat slender powers, and sacrificing the git^at 
principles of art to lx)klneas and rapidity of execution. Should 
his name ever lx*come known, it may appear that lie is also the 
author of a Crucifixion in the sacristy of S. Croce, surrounded 
by smaller fre^oes assigned to Taddeo Gaddi, but which must be 
restored to their real author, Niceola di Pietro, better knowm as 
C4erini.^ The same hand will be found to have produced a Cruci- 
fixion with four angels in various attitudes, hovering in the air, 
the M^daien at the foot, the Virgin, S. John, and two monks at 
the sides of the C’rms, in the sacristy of Ognissanti,® better perhaps 
in the proportion of the figure than those of Santa Croce, and 
especially interesting as showing that the author of them must 
have been the teacher or forerunner of the artist who executed 
the frescos of the Patient Job at the Campo Santo at Pisa. It 
will not be nec^sary to revert to the works assigned to Taddeo 
Gaddi at S. Croce further th^ to state that the fr^coes in the 
Rinuccini Cliapel are obviously of a later date and productions 
of Taddeo’s friend, Giovanni da Milano.® It is, indecMi, remarkable 
that Vasari, who alw^ays pretends to recognise a master’s w’ork by 
his style, should have been in too much haste to discern the differ- 
ence between the works of Taddeo and those of artists like Gio- 
vanni ; those of inferior men like the painter of the Crucifixaons in 
tlie sacristy and great refectory, or those of Nicoola di Pietro Gerini, 
w ho is evidently the author of the Entombment aligned to Gaddi 
in the Academy of Fine Arts at Florence.'* Gerini was an artist 
who lived till late in the fifteenth century, the painter of several 
frescoes at Pisa and Prato, and one whose petition amongst the 
followers of the declining Giottesque manner will require future 
consideration. 

Amongst the pictures of Taddeo Gaddi, one in the church of 

^ See later ilje G^rkii. At the of the Cross the Virgin, S. Jeto 

Evangeliat, tlie Magdakai, S. Francis, S. Louis, and S. Helm ; in th© air 
about it, six a fresco exactly mmilar in eharactm to the 

Crucifixion and Tree of Jeme in the grmt refectory. 

* TOiese paintings have miich from damp. 

^ Above the <^ling of the Cappella Vellnti in the Carmine, remains 
of paintings, particularly a profit of an apostle, perhaps B. Pel^, wme 
rcK^tly discovered. T& eharact^ of this painting, of th 0 last 

half of th© fourtewth century, is fine, the colour warm, and the himdling 
bold. Titiis h^^ r^noved by on© of tl» monks, much by refeomshing 

of the outlines, and mad© omtqim in cok>ur, is now in poeaeemtm of Mr. I^yard* 

* Vasari, voi ii* p- 11 1. This pietur© was in tl^ dhureh of OrsanmiSiel^ 
and is now [No. llfi] in Aeademy of Arts at Florence. 

I. 


IT 



306 HISTORY OF PAINTING IN ITALY 

S. Peliciti at Florence stands on an altar beneath and to the right 
of the organ loft; another reminiscent of his style is in the anie- 
chamber to the sacristy of S* Giovanni Evangelista at Pistoia, and 
a third in the Museum of Naples. 

The fimt, an altarpiece in the form of a five-niched tabernacle, is 
somewhat restored. It represents the Virgin and Child enthroned 
amongst saints and angels, with Hope, Faith, Humility, and Charity 
symbolically depicted on the pinnacles of the throne.^ It has (|uite 
the character of the frescoes at the Baroncelli and the altarpiece of 
1355. The second picture similar in subject to the last,^ but, with the 
Annunciation in the upper spaces, may be noted for heads perhaps 
of a lower type than was usual with Taddeo, the foreheads being low 
and depressed ; but the draperies are broad though conventionally 
arranged. 

The third of the pictures is dated 1336, and is a triptych of hard 
but transparent surface-colour, painted without the usual preparation, 
but with rapidity, on a white ground in warm tones tending to yellow, 
high in surface in the lights. In bold handling it rivals the panels of 
the S. Croce presses. The figures are square and short, but not in- 
elegant.® 

The^ and other pictures evidently proceeding directly from 
the school of Giotto, but bearing no names, and authenticated by 
no records, would alone prove to what conventionalism the art 
had already fallen.^ 

Taddeo, like most of his contemporaries, was not merely a 
painter, but an architect. The inundation of the Arno at Florence, 
in 1333, had ruined a vast number of bridges and houses, the re- 
building of ’which no doubt required the skill and the services of 

^ SS. John the Baptist, James the Elder, Luke, and Philip. The Infant 
holds a Hrd, and four angels kneel, ^nging and with offerings of flowers, at 
each of the throne. lit^ jprophets in pairs are in the spandrils of the 
anhes, under which the chief saints are painted. 

* Virgin and Child between SS. John Evangelist, James the Elder, Peter, 
luid John the B^^tist. 

* The centre js devoted to the Madonna enthroned between four saints 
fSS. Paul, Peter, Anthony, and a lashop, the bead of S. Paul damaged) ; the 
wings, to the 33aptism of the Saviour and the Deposition from the <>o^, with 
the Annmiciation in the upper spaces — religiotas seen^ carried out without 
much r^igious feeing. 

* Three parts of a precblla (No. 199) in the Louvre, the Dance of Salome, 

OtM&don, and Christ smrendermg the soul of Judas to demons, have much 
cf Taddeo Gaddi’s stjde. Two pjetmes in tl^ National Oalbiy [Nos. 215, 216], 
win b© found in tiie z^c^ioee of Don Lorenzo Monaco. Th& Baptism of Christ 
plo. STii in tile GaBery, has the characster of the <^ose of the fourtemth 
eentey. It is a leeblepfejtiir^ whose partially ol^terated tignature must, 
we read net 12^ but 1^*7. The figures in [No. 679a] are 

hatve tiie ^laraeter of Giovanzd da Mfiano. 
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all the prof^eional men of the city. Gaddi, in 1336, during 
Giotto’n absence at Milan, furnished the plans of the Ponte Vewhio 
and Ponte Santa Trinit&.^ According to V^mri, he was one of 
thc^ einploycxl in the works of Orsannuchele,* and he conducted 
thc^ of tlia Campanile after Giotto’s death.® To the last he 
continued to execute works in both branches of his prof^lon. 
Yet it was not till 1366 that he took the freedom of the Painters’ 
Guild at Florence.'* In that y^r, too, we fimi him one of the 
council which usually met to deliberate on the progress of the 
works at S. Maria del Fiore.® His numerous paintings in various 
churches and edifices of Florence might testify to his untiring 
industry, had they not been destroyed more completely than 
those of his master Giotto. The frescoes of the tabernacle of the 
comimny dd Tempio, at the comer of the Via del Crocifii^,* fell 
with the tabernacle it^lf. The frescos in the cloisters and cxmvent 
of Santo Spirito, the altarpieces in S. Stefano del Ponte Vecxjhio/ 
the w’all paintings and {ucturas in the church of the Servite Brothers,® 
all perished. Pisa, mc^ fortune than Florence, still preserves 
a series executed in 1342 by Tadd^ for Gherardo and Bonacwrso 
Gambacorte, in the choir of the church of S. Fran<^sco. 

Even here, all that remains is the ceiling, divided by diagonals, 
and the twelve apostles in the curve of the arch leading into the chaj^l. 
The latter are either repainted or in a great measure obliterated. The 

^ Tiie Ponte VeccMo was taken down in IS3§, reboilt in 1X45. Gayb, 
Carteggio^ vol. i., p, 48S. Ptmt© alia Triniti wma swept away in the 

sixteenth eentiiry, hut a vk>w of it may be mam in the ire^ oi Dommioo 
Ghirlandaio in the church of S. XrinitjL 

* In 1337, according to Richa, voL i., p. 16, wlmi the stmw wm 
laid, Taddeo bmng, it is sahi, the author of the ^sign. Ormnimehek) wm 
burnt, according to Villani, in 1304. 

® Vasabi, voL ii., pp. 113, 114, 115, and 121. 

* Gualandi’s Regmer of the Guild, in Me$mar£e d* JSeMe Serw 6 

(8vo, Bologna, 1845), p. 188. 

* Rcmqhb, M sup., Forschimgtn, vcL ii, pp. 11®, 117-6®. Tadc^ wm 

of the council in 1356, 1363, and 1366. Del Migliore MSS. found no^cea of 
Taddeo as a purchaser of pwroparty at Fk>rmce in 1352 — as umpire in 1355 
— as purchaser again in 1365. to Vasabi, vol. ii, to p. 116. 

® Vasabi, voL ii.. p. 111. 

7 When Richa wrote hia CkieM in 175^ an aharpieee by Ta^leo still 
existed in B. Stefano. It had remained entity in Uie saorl^y till 17^ been 
then divide and was to be seen in aeattered panels in the of the Mars 
of the place. Vide Okime, vdl ii., p. 77. ^ 

® Vasasi, vcji ii., pp. Ill, 112. Fra Pro^ieco BemardL in an ^M>k)gy 
for the miraculom Vir^ AnnmMate of Servi, alludaa to Taddeo 
frescoes and says the doenmeiits r^pectli^ them were in recccdb ol the 
convent whaa he wrote at the c4oae of thelas^ o^tury. See Richa. Okime, 
vol. viii., p. 86 and followii^ 
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rest is miicli damaged.^ In one compartment, where S. Francis, in 
ecstasy, between Faith and Hope, shows the Stigmata on the palms of 
his hands, the allegorical figures, as they hover in the air which dis- 
tends their flying vestments, are elegant in form and movement, of 
goo<l proportions and admirably draped, according to the simple 
Giottesque maxims. In the angles, two figures were placed, one of 
which, having escaped the fate of its comiterpart on the opposite side, 
represents Obedience wearing the yoke. In the next compartment, 
saints hover in couples fronting each other — S. Dominic with 
S. Augustine, S. Francis with S. Louis of Toulouse, S. Benedict with 
S. Basil. In the same order in the angles, are the allegorical figures 
of Temperance, Wisdom, Humility, Chastity, Fortitude, and Penitence.^ 
The signature and date, preserved in Vasari,® have disappeared with 
the frescoes of the walls, a portion of which, representing a youthful 
and an aged saint, were quite lately whitewashed. The distribution 
of the space in the ceilings is good and agreeable to the just maxims 
of Giotto. Of the frescoes executed in the cloisters of S. Francesco 
of Pisa, nothing remains ; but if the gigantic head of the Virgin and 
part of the Saviour, preserved in the Cappella Ammanati of the Canipo 
Santo, be a fragment of them, they cannot have been by Taddeo 
Gaddi, whose forms were not of the round character conspicuous in 
these remains.'* 

On bis return to Florence, Taddeo painted the tribunal of the 
Mercanzia ” with, allegories which have since perished. He was 
afterwards called to Arezzo and Casentino, where he executed 
numerous vrorks with the assistance of Giovanni da Milano and 
Jacopo da Casentino.® These have likewise disappeared, and after 
1366 he is no longer known by records or pictures.® The date of 
his death, erroneously recorded by Vasari as 1350, has not been 
ascertained ; but Baldinucci quotes a record of the year 1383 
which gives the name of his widow as Madonna Francesca, daughter 

1 Tlie saints represented are SS. Basil, Benedict, Augustine, Dominie, 
Anthony of Padua, Louis Bishop, and Francis. 

* On the knees of S. Francis a book bears the words : “ Tres ordines hie 
ordinat.’* Faith, draped even to the head, carries a Cross and is veiled. 
Wisdom carries books ; Chastity bears a lily and vial ; Fortitude a pill^ 
and shield ; P^tenoe an instnimeait of fia^llation. The blue ground is 
gone. 

« Vasabi, vol. ii., p. 112. “ Magister Taddeos Gaddus de Florentia pinxit 

hanc historian! S. Franeisci et S. Andrei et S. Nicolai a.d. 1342 d. mense 
Augusti.” The side wails were whitewashed in 1613. Mobbona, Pis. 

vol. iii., p. 66, 

* This bra^oieiit is colourless ; and the subject is only visible in outline. 
The surface 1^ been altered by varnish. 

® Bfe is said to have painted at the Sasso della V^ma, where he first met 
Jacopo. Wide Tasuo, voL ii, p. 17S. 

* EscttA, C&ifisae, vol iii, p. 3i, speaks of certain frescoes in the chapel 

of the IM Palagio, ciiurch of Ibe SS. Annunziata at Florence painted 

in 136S, jmi rmoved to naal^ j^aee for oth&rs by Matteo BosseMi. 
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of quondam Albizzo Ormaimi.^ Taddeo waa buried in the cloiister 
of S. Croce.^ 

Serious doubts have been very justly raised by Rumolir as 
to the authorship of the frescos in the great Cappcilone dei 
Spagnuoli in S. Maria Novella at Florence, which Vasari assigns to 
Simone of Siena and Taddeo Gaddi. This chapel was built bc^tweeii 
1320 and 135^) by one of the numerous architects of the Dominicans, 
at the expense of Buonamico di Lapo Guidalotti, a rich Horentine 
merchant,® who died in 1355, before the paintings of the walls 
were completed. Vasari states * that Taddeo Gaddi received the 
subjects from the priori and commenced his labours about the time 
when the bridges were rebuilt, and when the frescoes of Simone 
in the chapter of S. Spirito were exhibited to public view. Tliis 
would be between 1339 and 1346. Tlie frescoes of Simone created 
such a sensation in the city that the priori determined to ask the 
Sienese to join in Taddeo’s labours. The printings of the Cappelione 
were then half -finished, but Taddeo, w^ho loved Simone, his fellow- 
pupil under Giotto, far from objecting to the appointment, expressed 
great pleasure at the prospect of dividing his work with such a 
friend. So Taddeo painted the ceiling and one side, whilst Simone 
completed the remainder. This story induce the biographer to 
exclaim, “ 0 noble minds that lov^ each other so, that each €X)uld 
enjoy without rivalry, ambition, or envy, the honour and reward 
of his friend.” That Simone never was a pupil of Giotto, requin^ 
no comment. If Taddeo had h^-finished the painting of the 
ceiling and left side 'when the fresc^oes in S. Spirito were exhibited, 
we should date the incident previous to Simone’s journey to 
Avignon in 1339.^ Again, if the work had been completed previous 
to 1339, how could it have been left unfinished in 1355 at the time 
of Guidalotti’s death ? But the doubts which are thus raised by 
the record of a few facts, acquire consisteiKsy from a consideration 
of the frescoes themselves, which the reader, if he pleases, will find 
described in the following iinc^ : 

The vast ceiling of the chapel is divided diagonally into four parts, 

^ Baldinxjcci, tfbt mip., vol. iv., p. 330. 

^ Aubeetoo. Mermruilt di medie dhc. deikt di FuimsM (rippubli- 

cato nel 1803, 8vo, Flor.), p. 15. The antlior a i^ihndiird 

by Taddeo in 8. Lorenzo at Floimce, p. 11, ^ad mx in the saerkty 

of S. Spirito, p. 16. 

» See the authorities in Mabch]^k, M mp., vol. i., p, 124 Mkcatti, 
Nofizic, says 1320, md Marcias© follows Mm. Bmssehi and BorgMgiani 
say 1350. 

* Vasabi, ifi5i sup.r vol. ii., p. 117. * He tbeai kit Italy, i^vor to return. 



310 


HISTORY OF PAINTING IN ITALY 


as in mc^t edifices of the time, and is devoted to the Rescue of Peter 
from the Waves, the Resurrection of Christ, the Descent of the Holy 
Spirit, and the Ascension. Of these compositions, the finest is the 
Bescue of Peter, which, in the highest degree, combines the great laws 
of Giottesque composition. It may be said, indeed, to compensate 
for the loss of the mosaic of the Navicella executed by Giotto for 
8. Peter’s of Rome.^ As the subject stands in the Cappellone dei 
Spagnuoli, so Giotto may have originally composed his. The apostles 
are visible in the tempesLtossed vessel, whose balloon sail is pufEed out 
by the wind from the horns of two allegorical figures flying at its 
mouth. The painter here avoided the mistake prominent in the 
medics of Rome, where the symbolical figures of the winds are blow- 
ing from opposite sides of the compass, and ought allegorically to 
mean that the ship is hove to, which it obviously is not. This is a 
truthful repre^ntation of a bark tossed by the winds. The figures 
on board express the various feelings which agitate them. Some are 
calm, others alarmed ; more in the agony of fear. Some of those 
hauling at the ropes are in appropriate motion. At the helm is a 
proud and more confident figure.^ One holds on to the sides of the 
bark with great force, and looks towards the Saviour, who treads 
securely on the waves ; a second sheds tears ; a third prays with 
joined hands. Here is a composition of the first order, and action 
vigorously and truthfully expr^sed. To the right, the Saviour rescues 
Peter. To the left, a figure angles in the water 

The Saviour, in the next compartment, ascends from the tomb, 
bearing the cross and banner, in a flood of light, whilst the two angels 
sit on the sepulchre, at whose base the guard lies sleeping. The three 
Marias approach to the left ; and to the right, Christ appears to the 
Magdalen. Tolerable order marks the distribution and the groups — 
grace and fair drapery may attract the spectator in the figures of the 
Maries, but how cold are the glance and action of the Magdalen com- 
pared with those which Giotto imparted to her A 

In the third scene the apostles are gathered together on the terrace 
of a house around the Virgin. Prominent amongst them, S. Peter 
stands in the background with the keys. The Dove of the Holy Ghost 
sheds its rays on the group, and the flame of the Spirit rests on the 
heads of the etect. In front of tiie house, which has a porch supportol 
on pillars, a crowd of figures is grouped. One is about to enter, others 
look up Buimrised. T& (imposition is fair, the attitudes decided, 
and the whole inter^ting.^ 

^ That is, its by restoring. 

* Yei m a storm the tiSer would hardly remain straight without an 
exertkm great str^igth. 

* llie foieground imd dky are repainted, and throughout tho flesh tints 

damaged by damp, 

* TIebb bPOSKso is m many parte damaged, and the figure of the Magdalen 
m 

* The yedipw growi ^ t^ upp^ is new, and the bines of some 

lessee are ob^eraied. 
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The Saviour, in the fourth fr^co, ascends to heaven surrounded 
by an elliptical halo and a gloi^’ of angels sounding instruments, or 
dancing in the heavens. Beneath Him, the Virgin stands in the midst 
of the apostles, and the group is guarded by an angel at each extremity. 
These, as well as the celestial choir, are very weak in execution, and 
have nothing celestial about them. The Saviour is by no means 
majestic, and, as a whole, the Ascension is the weakest composition 
uf the four.^ 

The west side of the chapel, assigned by Vasari to Taddeo, repre- 
sents S. Thomas Aquinas enthroned between the prophets, foremost 
araouj^^t whom. Daniel, S. Paul, Mos^, and S. John Evangelist may 
l>e noticed, sitting on a long horizontal bench at each side of the throne. 
At the saint’s feet lie prostrate the heretic disputers, Arius, Sabelliua, 
and Averrhoes, whilst the seven Virtues, with their symbols, fly over 
the scene. Beneath this course of figures sit fourteen females ipersonify- 
ing sciences and virtues, in which those may have excelled who are 
seated at their feet ; whilst the action peculiar to each science or virtue 
is demonstrated in single figures or grouj® in the pinnacles of the 
throne devoted to each of them. One may see Grammar, enthroned 
with a globe in her hand, teaching three children ; whibt, at her feet 
Donatus, who excelled in that science, rits writing ; and in tie pinnacle, 
a female looks at the water gushing out of a fountain. Rhetoric, hold- 
ing a scroll, is the symbol of the excellence of CScero — and so, as one 
proceeds, one finds I#ogic and Zeno, Music and Tubal Cain, Astronomy 
and Atlas, Geometry and Euclid, Arithmetic and Abraham, Charity 
and S. Augustine, Hope and John of Damascus, Faith and Dit^enes the 
Areopagite, Practical Theology and Boethius, Speculative Theology and 
Peter Lombard, Canon Law and Pope Clement the Fifth, Civi! Law 
and Justinian.- No talent of comporition is shown in a work so 

^ Many of the dresses have lost their colour, and aonae sht© r^mnted. 

* The dress of the figure of Grammar is new, and half face and right 
hand gone. The drees of Donatus is repainted. Rhetoric hoh^ a seroU 
inscribe : MtriXTEO dum loquor, varic^ ikdctta colories/* %ure m 
entirely repainted. CScero has been r^tored so that be has Mire© ha^Js 
instead of two, one holding a book, €uioth^ pointing to heaven, and a ^mrd 
holding his chia. Ttm last is oM, 11^ two oti^fs new. h^wJ has hem. 

altered in form by the repainting of allegoncal figure above it. In the 
pinnacle a female looks into a mirror. Logic has a in its ; a 

scorpion, not a serpent, as Vasm says, in its left hand. Part of tiie dree® k 
repcunted, as well as a hat on the h^d of Zeno. In the inxmadk k a %ore 
writing. Huric plays an organ. P^ of its grma dress is damaged. Tul^ 
Cain, below, strikes with hsiam^ on an anviL Above, Hm© k im^ked fey 
one with an hour-glass, Astaronomy holds an hem%>h^e and an arm raked, 
of which the hand is gone. The dmpenm, which are her© paesc^ed, tarn fii^ 
and broadly treated. The head of Atlas, below, in k in a good 

origin^ state. In the pnnad© k a figure with a siokk Mm a bow. Geometry 
carries a set square, uhe compass in its right is gcme, and the whok figure 
is much damaged by restoring. EiKdid hokk a book ; and in the pmmtck 
a warrior with l^lmet aiMl i^ikkl carries a sword. Arithmetic has a mul- 
tiplication tabie, yet counts on its finge?^ Below, AlwidiMn, with a book 
and a band rais^ is w^ preiK^ed as regards the Imad, but the drees is 
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evidently dictated in its arrangement and distribution ; but the vast- 
ness of the fresco makes it imposing, and some of the figures of the 
lower course are not without animation and character. It must also 
be borne in mind that much damage has been caused by repainting. 


If the figures in the ceilings be considered attentively, it -will 
be seen that they are marked by weakness of features, length and 
slenderness of shape, a peculiarly close fit of costume, and a certain 
affected bend of body. They lack the masculine force, the broad 
and decisive mass of light and shade, which characterise the certain 
works of Taddeo Gaddi ; whilst in the study of extremities, and 
in details of outline, more care was bestowed by the painter than 
is common in the works of Giotto’s first pupil. As regards colour, 
the boldness of hand which one might expect is less marked thaii 
a soft, clear, and careful manipulation. The compositions, which 
are Giottesque and may possibly have been those of Taddeo' Gaddi, 
are evidently executed by another hand. Antonio Veneziano pro- 
bably painted the Navicella, the Besurrection, and the Descent of 
the Holy Spirit ; another pupil, the Ascension, which is the lowest 
of the series in merit.^ There is, indeed, in the figure of the 
Redeemer in the Ascension, some points of resemblance with that 
of the Saviour in Limbo, in the Crucifixion on the north wall of the 
chapel, assigned by Vasari to Simone Martini. In the west face, 


reputed. In the pinnacle a king sits with the orb and sceptre. Charitv 
holds a bow and arrow, and is a much damaged figure ; the head only in 
part preeerv^, the dress repainted. In the pinnacle is a soldier, with his 
h^d on the hilt of Ms sword. Hope, much damaged, carries a falcon on his 
fist, of wMoh only the claw remains. John of Damascus, beneath, mends a 
pei^ and is a fine figure. In the pinnacle a female is about to grasp two heads 
m front of Iwr. Faith pomts to heaven, whilst Diogenes, below, looks at 
hB pen and holds an mk-botUe. This is a well-preser\-ed figure. In the 
pmnade stands a figure with her hand on her breast. BoeSiius, pensive 
Ie«^ his h^ on his hand and his arm on his knee. In the pinnacle, a child 
Speci^ive Theology holds a disc in which a figure 
with two l»ads IB demctei Peter Lombard, beneath, rests his two hmids 
on. ibe eo^ of a book. In both figure© the heads are preserved and the 
dress rotated, the pinnule a female giv^ alms to an aged man. Canon 

Law m cme hand a model of a church, in the other a wand ; the back- 
rs repamted. In ^ pinnacle, a man points with one hand to money 
j^ch Im m the 1^ of the other. The Pope gives the benediction, and 
hott ^ ^ of 8 Peto m hia left. CSvil Law is a fine figure with the 
t«ie^^ globe in its left and a drawn sword held horizontally in its right 
m W is pr^j^ and tte d^ repainted. Justinian with a book Ind 

iSSrfL ® aspect, 

wnw ^ haa^ Meet of the nimbuses are removed by the repaintin^f 

ttebaAgromHi to Richa {Chusse, Ac., vol. im, p. 88), these 

feeeeow w ere rsefored m toe tune by Agostini Varacini ; but they h^ been 

=< Oc P=.|. a. o, U, 

* Se© A© li^ Jmtonio Vesse^iMio. 
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a^Bigncsd to Gaddi, the slender frames and close-fitting drei^*^:? are 
again remarkable, together with a careful and precise execution 
and a character less Florentine than Sienese. The three remaining 
frc^oes of the C’appellone may also be proved to have more a 
Sienese than a Florentine character. But it can also be shown 
that they are not by Simone Martini, though it is very pc^ible 
that some of his com|Kmitions were used by the artist. As to the 
nanxe of tlie painter, it is sufficient here to remark that, if it could 
he clearly proved that Andrea di Floi^ntia painted the frescoes of 
the Campo Santo assigned to Simone, he also painted the four 
wails of the Cappellone dei Spagnuoli at S. Maria Novella of 
Florence, the two works Ix^ing evidently by the same hand. The?M3 
pniductions of the art of the fourteenth century are, indeed, socoikI- 
class works, executed by pupils of the Sienc^ and Florentine schocjl, 
and unworthy of the high praise which has ever been given to them. 



CHAPTER XIV 

PUCCIO CAPANNA AND OTHER GIOTTESQUES 


Time, which dealt but roughly with the remains and memorabilia 
of Taddeo Gaddi, has naturally been all but regardless of less 
important persons ; and the student seeks in vain for the historical 
basis of Vasari’s narrative as to Puccio Capanna, Guglielmo da 
Eorli, Ottaviano and Pace da Faenza. That Puccio is not a mere 
phantasm would appear from his admission to the Florentine 
painters’ guild in 1350 (old style).^ I^ess tangible is the authority 
which characterises Puccio’s manner, ^ and assigns to him a friendly 
station at Giotto’s side, similar to that occupied in Raphael’s 
studio by Penni.® The creations of his talent, if he really possessed 
talent, are, however, either totally absent or of little value ; whilst 
amongst the confused mass of works he is supposed to have executed, 
the student is perplexed to find the majority differing from each 
other in style, and all beneath the standard of one who should have 
inherited “ the mode of execution of Giotto.” ^ We fail to discern 
in the Crucifix at S. Maria Novella of Florence, which Puccio is 
supposed to have executed in Giotto’s company, either the form 
or character of the great Florentine.^ S. Trinity ® and the Badia ^ 
at Florence, S. Cataldo of Rimini,® Bologna,® where it is hard to 
find fr^coes in a church w’hich Vasari does not condescend to 
name, no longer yield any clue to Puccio’s style. Scenes illustrative 

* Gtjalaoti, ttbi sup.f Ser. vi., p. 1S7. BAiiDiNUCCi, ubi «up., vol. iv., 
p. 358, gives the date of registry as 1349, no doubt modernising the old 
Slormtine style. 

® Vasari says, “ he was a good painter,” voL L, p. 338. 

® [Cf. Vasabi (Edik Sansoni), vol. i., p. 613, note.'l 

* Vasabi, vol. L, p. 337. 

* Ibid., vol. i, p. 329. 

® In S- Trinit^ he painted a chapel belonging to the Strozzi, with the 
Coronation of the Virgin, much in Giotto’s manner, and scenes from the 
life of 8. Lucy. Ibid-, p, 337. 

Fcwjeao painted the chapel of the Covoni near the sacristy. Ibid., p. 337. 
An ditarpiec® in that chapel is mentioned by Cinelli, in Kicha, ttin sup., 
vol. 1, p. 199. 

® HwJ h© pitted a wroc^ m which his own likened was introduced. 
Ibid-, fb, 3M. 

® IMd, vdl i, p. 338, 

mi 
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of the Pa^ion in the Lower Church of Asski would do him honour, 
were it p<mible to foi^efc that Giotto is the author of them ; ^ or 
did Vasari, in ai^i^ing them to Puccio, merely intend to suggest 
that he helped his master? Surely the Aretine did not intend 
to him off as the painter of frescoes in the north tranwpt. 
Ill© critic might be forced to fall back at once upon the so-called 
Puccios at Pistoia, were he not induced to pause before the wall 
paintings of the Maddaiena Cliapel in the Lower CTiurch of Assisi, 
where, it is clear, none but a pupil of Giotto laid out the variixl 
scenes of the lives of the Magdalen and S. Mary of Egypt.=^ 
The chapel was devoted to the remains of Pontano, Bishop 
of Assisi,^ whose days were finally numbered in 1329, whc« arms 
in the spandrils of one of the feigned arch^ of the chapel cer- 
tify that he is represented receiving consecration from S. Rufinus. 
Amongst the thoroughly Giott^que comp<Bitions of a serioB 
clearly due to a pupil of the Florentine mastea*, though aj^igned, 
on no conceivable grounds, to BuffalmiMXX),* the finest is one in 
which the lies prostrate at the SaviOTr’s f<^t, whilst 

He addr^fs^ His host md the apostles prment. A Raising 
of Lazarus and a “Noli me tangere” are counterparts of the 
compositions at the Arena in Padua, The technical execution 
and colouring of the series M*e similsyr to those of the allegorical 
(filing by Giotto in the Lower Church of Assisi, and to the scenes of 
the Passion in the south transept. His deigns are copied, his 
elegance of type, form, and bluing imitated ; and the w^hole is 
coloured in clear bright keys. None but a painter who actually 

' Assigned to Puccio by Vasabi, voL L, p. 337. 

^ In a triple course of frescoes, rix scenes from tl^ life of the Magdalm 
and S. Mary of Egypt are depicted. Lunettes (3) — ti^ Commumon, where 
three figures look on aini four angels c^ury the to hmvm ; the Gift df 
his Garment to Mary by Zosimus the saint, bring m her cave ; to© AsoacBskm 
of the Magdalen, cauried to heaven in a manUe by two angels suf^rted by 
two others. In the low^ course® — Christ Anointed W Magdal^ the 
Resurrection of Iiascarus, the “ KoE ir^ tangta^” aiid L&zarm miraculou^y 
reaching the port of Marsrilles. In the ^^andrik painted archas, izniii^in^ 
recesses in the ride walk of the chapel — ^the Conseenrilcm of B^bop P©«iii»ii» 
the figure of a fmxal© saint, another fonak saint raising a kneriing n^onk, 
£uid a half figure of Lazaim ; twelve figures of saints xnak and fmnrib in tJ^ 
entrance vault^, amon^ them SS. Pet^*, Matthew, Chiara. in 

diagonals — Saviour, MagdalOTi, S. Mary of Egypt, Larart:^ in meda&n. 
Pontani is buried in the chapri. P^b. BKBjsarsoH is inriined to aarign these 
frescoes to Giotto himself. C/. The Florentine Pmniere of lAe 
IH.] 

* [lobaldo Pontano of Todi was a Franriscan, Bk foun^d tl^ idiapel 
of the Mi»idakna in the Loww Cli%irch of S. Francesoo, and chose it ais 
burial-i^aoe- Of. Fbattoci, Sioria delkt Bagitim « del Ompmto M 8. JVoff- 
ceaoo m Amiiai (Pn^ 1882^ pp. 155-6.] 

* N<Ae to Vasabi, voL n., p, 61. 
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assisted Giotto could have done this ; and one may discern in the 
painter the helpmate who worked as a subordinate at the ceilings, 
who was not ambitious of daring more than to reproduce his 
master’s creations without alteration, and whose secondary talent 
w^ould suit the characteristics under w^hich Puccio is presented to 
Ills readers by Vasari.^ Yet it may be admitted that the frescoes 
of the Maddalena Chapel are not like the solitary remnant of those 
in the choir of S. Francesco of Pistoia. This fragment, in the 
altar-plate press, repr^ents S. Mary of Egypt taking the Com- 
munion from Zosimus, rudely executed in the Giottesque manner 
by one whose ideal of type was vulgar enough.^ That Puccio at 
one time resided in Pistoia is affirmed by Ciampi and Tolomei,^ who 
give the authority, without quoting the text, of conventual records 
in S. Francesco. That a Crucifix by him once existed in S. Domenico 
of Pistoia is affirmed by Vasari, who quotes the inscription by which 
it was authenticated.'* In addition to the fragment in the choir 
of S. Francesco, the frescoes in the chapel of S. Lodovico (S. Fran- 
cesco) are assigned to the master ; but these are not unlike the 
productions of a local artist, Giovanni di Bartolommeo Cristiano ; ^ 

^ These frescoes are in part damaged by time and dust and by partial 
dropping of the plaster, but generally in a fair state of preservation. 

* Vasari says Puccio painted in the choir of S. Francesco scenes of the 

life of S. Francis, not scenes from the life of S. Mary of Egypt (vol. i., p. 337). 
The walls are whitewashed, with the exception of the part enclosed by the 
pro^ S. Mary of Egypt kneels, with her arms crossed on her breast. Part 
of the head, arms, and breast of the saint remain. The flesh tints, damaged 
by nibbing, are somewhat purple in shadow. [It is curious to note that the 
church of S. Francesco al Pinto at Pistoia stands on the site of the chinch 
of S. Maria Maddalena, which was destroyed in 1295. S. Francesco is itself 
now a great empty church, which the Municipality holds as a kind of 
Mi^ura. No idea can be had of its former splendour. The frescoes of the 
life of S. Francis in the choir have been uncovered, not with much success. 
Hiey appear to be from the hands of pupils of Giotto. Cf, Ventubi, op, 
voL V., p. 250 9^. The same painter seems to have worked there in the 

chimdb of S. tTacopo and S. Antonio.] 

* Tolomei, M mp.y p. 138. Ciampi adds that, according to records in 

S. Fiwiceaco, Puccio b^an to labour there, but the work was interrupted 
by his death. Noiu. tM sup., p. 103. 

* Vasari, vol. i, p. 337. 

® These frescoes, lately rescued from whitewash, represent the Crucifixion, 
with Urn usual attendant grou|:», and, in front, a lady kneeling, supposed to 
be Bonna lippa di Lapo. This lady died in 1386, leaving a will in which 
she ordered the chapter-house of S. Francesco to be painted and the ceiling 
of the sacristy to be “ intonacata.*' The communication of this will, which 
mentions the name of no artist, is due to the kindness of the Superior 
Bemardiim del Torto. It is Vasari who states that the chapel of S. I^ovico 
was p^ted % Puccio with subiects drawn from the life of S. Louis. No 
such subjects exist, and it is obvious that if Donna Lippa be really portrayed 
m Cruca&don, she Cim hardly have been limned by Pucdo, who was 
registered at Mormcc as eariy as 1340. The subjects in S. Lodovico (chapel 
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whilst in the chapter-house of the same convent, a Crucifixion and 
Root of Jesse, to which Puecio’s name also clings, recall the same 
subjects in the great refectory of S. Croce at Florence^ Other 
works alluded to by Vasari may be dismissed without comment.^ 

As regards Guglielmo da Forli and the two artists of Faenza, 
Ottaviano and Pace, the student may spare himmjlf the trouble of 
s^rch ; for the frescoes of the first in S. Domenico of Forli have 
disappeared,^ and other Giottesque remains are insignificant.^ 
Yet we may except a fragment in the Gymnasium at Forli, part of 
the series once adorning the church di Schiavonia. We may, 
indeed, regret that nothing remains of this series except a life size 
Adoration of the Magi, SS. Peter, Jerome, Paul, Augustine, three 
figures and two horses, creations that do more honour to the scdiool 
of Giotto in these parts than any assigned to the artists named by 

in S. Francesco) are, besides the Crucifixion, two scenes at its sidos, the 
Nativity and Deposition from the Cross. On an oppe^te wall, traces of ^ 
Francis receiving the Stigmata. In the ceiling, more modem and rude, are 
figures of SS. Peter, Paul, Louis, and Lawrence, two first r^tor^ ; 
scenes from the life of S. Louis may be under whitewash. 

^ In the chapter-house the usual fainting Virgin, and the Evangelist. Yet 
a bishop writing and other saints, a kneeling man, and a nun in the fore- 
ground suppos^ to be Donna lippa, form part of the Cnic^xion. In 
two side compartments, the Transfiguration and anotlier sacred incident 
seem the product of a painter of the close of the fourteenth oefitury. 
The ceiling reprints the Preeepio reproduced at Gr^gio by S. Francis, the 
Burial and A^nsion of S. Francis, the Resurrection of Christ, and anotlier 
subject, rude and in part repmnted works of tl^ fourteenth or fifteenth 
centuries. 

2 Vasari mentions painting above the door of S. Maria NiK>va at Pistoia 
(three half figures). The Virgin and Child betwem S. Peter and S. Francis in 
S. Francesco of Pistoia, both absent. (VoL L, p. 337.) T!^ CSiapei of S. Martin 
in the Lower Church of Assia is by Simone Martini, as may be seen h^mfter. 
Vasaki, vol. ii., p. 337. In S, Maria degii Angeli near Aarisi no paintings 
exist which can be assigned to a pupil of Giotto. Ibid., same page. Tl^ 
Virgin and Qiild between SS. Chiara, M. Magdate, Cathadne, Frands, 
Lawrence, Anthony the Abbot, Stephen, and anotlw female, ^igraved by 
Aginoourt as by Puccio, is now in Press IV. of the Mmeo Cristiano at the 
Vatican — a common product. The Saviour at the Column, mentioned by 
Vasari, voL i., p. 33S, as on a road near A^isi at a place called “ Poiti(^” 
is not to be found ; nor indeed do any pictures or freeooes exist in or about 
Assisi that are worthy of attention. Above the portal of S. Crispino at Assisi, 
a fresco of the Virgin between SS. Roch, Blasii^ Frands, and other sainte, 
partly damaged, is a rude production of tbe dose of the fourteenth century. 
Another remnant of the same tin^ reminiscent of the lowest class of 
pictures, the Madonna between Angels and mutilated r^oaains of is 

in the ex-church of S. Bernardino. Similar feeble paintings may Kfcewke be 
seen in S. D^niano, outside that town. 

* Vasari, vol. i., p. 339. 

* A repainted freeco. Virgin and Child, in tl^ samsiy of the Servi, a 
Virgin and Child, and Grooifix in old chapta^hollsa, and a Madonna 

delle Grazie ” und^ glass in the cath^lral of Forii, are aadgned to Guglielmo 
d^li Organi 
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Vaj^ari. The spectator will concede that a certain nobleness dis- 
tingiiislieB tlio slender figures and heads, the finely drawn hands 
and broad draix'ries.^ No name has yet been attached to this 
work, but liistory records that of Baldassare, a painter of 1354, 
who is said to have labour^ long at Forli, and this date w^ould 
apply to the paintings now before us.^ In the absence of all 
traces of Ottaviano,® an altarpieee in the Academy of Faenza is 
still assigned \^’ithout sufficient warrant to Pace,^ w^ho is thus 
unwittingly classed amongst the follow^ers of a low Giottesque 
style, the princijm! illustration of which is a hitherto unknowm 
artist called Peter of Rimini. Living in the early part of the 
fourteenth century, this local painter left his name on a Crucifix 
at Urbania near Urbino,^ whose peculiarities of manner may be 
traced in the frescoes still preserved in the chapter-house of Pomposa 
and in S. Maria Portofuori of Ravenna.® Of these let the reader, 
if patient enough, take the following summary. 

He painted the Saviour of a thin and bony frame, with somewhat 
overhanging hip in the old style, but he drew the form with the utmost 
nicety and care ; and proved that he had studied the anatomy of the 
nude. The hands and feet are thin but fairly accurate. The Virgin 

^ A head in the same is in the upper story of the same Gymnasium. 

® Bohoi*!, Sioria d% ForU (4to, Forli, 1661), p. 154, in Giov. Casali’s 
Guida per la CiU& di ForU (12mo., Forli, 1838), p. 71. 

® Vasari mentions works at S. Giorgio of Ferrara by Ottaviano without 
giving the subject (vol. i., p. 338), a Virgin between SS. Peter and Paul in 
8. Francesco of Faenza. Both have perished. 

* To Pace Vasari as^gns frescoes in S. Giovanni Decollate at Bologna, a 

Tree of Je^ and an altarpieoe with scenes from the life of the Saviour and 
of the Virgin at S. Francesco of Forli, gone ; scenes from the life of S. Anthony 
in the chap^ of that name in the Lower Church at Assisi, now whitewashed. 
Anoth^ chapd of S. Antonio of Padua is decorated at Aiisi with frescoes 
of the legend of S. Lawmioe rudely executed and assigned by modem critics 
to Pace, parhaps because of some resemblance between them and the so- 
called Pace in the Academy of Faenza. These frescoes and those of l^e 
ch^x^ of S. asagned to Buffalmacoo have also a family likeness. 

picture at Faenza is a Vir^ and Child between SS. John Baptist, Peter, 
Mary Magdalen, ai^ Paul, with the ai^el and Virgin Annunciate in the 
spaces. Acomrdmg to LAN 22 (ubi sup,, voL iii., p. 31), this is the 
by Pace lorm^ly in S. Sigismondo fuori di Porta Montanara. Yet 
it la a raps^uct of the b^inning of the fifteenth century, coloured in raw and 
Vikentiy contrasted tones, unrelieved, and marked by figures short and 
d^eeiive in the extzenn^s. 

* In the fraternity of S. Giovanni Decollate, inscribed: “petrus de 
AR iMiHO wmen HOC . . Passavant, Faphael, vol. L, p. 425, mentions this 
Crucifix as signed “ ju3LIAnus pictos i>a aeimino pecit hanno mocxjvh.” 

* [Of. Bbacs, Giom m der Romagna (Steassburg, 1902). These 

ftescoes are not by Petrus of Rimini For Petrus or Pietro da Rimini, see 
ikmsmiMi, Mfmmme dd Plikm Trecer^eta P, da in La Romagna (1906), 
vol, iii., imt* Settembie.] 
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on one side clasping her hands in grief, is of a Giotti^qwe tyi^ and not 
without dramatic power. S. John, also full of force, is a little more 
vulgar in features. The Saviour blessing at the top of the Cross is a 
good figure, noble in face, soft in expression, in the character of the 
good Giottoque time. A fair definition of light and shade, and con- 
sequent relief, warm yellowish colour, add to the value of the work. 
Petrus no doubt lived in the early part of the fourteenth century. 

If the traveller folio w’s the road which leads from Ravenna to 
Ferrara, he will stumble near Commachio upon the old Benedictine 
abbey of Pomposa, whose second con^ration took place in 1027.^ 
The pavement of the three aisles is in the old Alexandrine style ; 
and it is highly probable that the aj^is and tribune, and the w hole 
of the spaces above the arches of the nave w^ere filled with mosafea 
in early times. Tliese, how^ever, apparently shared the fate of 
many others in Italy, and w^ere replaced by paintings, possibly on 
the same lines. Thus, one may still remark in the aj^ a figure 
of the Redeemer, and on the arch of the tribune, an angel holding 
a scroll, with the Pour Doctors of the Church, and the Four Evange- 
lists round him. In the courses of the nave, stori^ from the Old 
Testament, commencing with the Creation, and almc®t obliterated ; 
scenes of the New Testament beginning with the Annunciation ; 
and, in the birth of the arches, illustrations of the Revela4;ion of 
John. In the tribune, incidents from the life of S. Eustace seem 
not to have been copi^ like the r^t from older wwks ; but in the 
wall above the chief portal, the Saviour is represented in glory in 
a company of angels — ^low^er, as the Judge distributing bluings 
and curses to the elect, and the condemned beneath Him. Th^e 
feeble paintings may have been executed by Ch^us (Cecco or 
Francesco) of Florence, whose name w^as found in the records of 
the abbey by Federict, and w^ho laboured at Pomp<m in 1316.® 
Contiguous to the abbey is the chapter-house of Pomposa, now 
the property of Count Guiceioli,® in which numerous fr^ooes are 
still preserved. 

On one of the walls of the old refectory Ihr^ large and feiriy com- 
posed subjects remain. In the central one whose figures are all marked 
by dignity, fair proportion, and natural attitudes, the Saviour sits in 
the act of benediction between the Virgin, 8S. Benedict, John the 
Baptist, and Guido, ^ while the others, part^ from each other by 

^ As is by an inscription in tbe body of the building. 

® Remm Pcmpcmemium by Plac3Ii>o F^bbsici (f<A, ItSI), p. 

* For whose Irin dr^wat and eourte^ themkB lir© be 

* The youthful and ah^tiy-b^aded Saviour kt rwunisomt of that in the 
medallion of the Crucifix of Petrm of Rimini. Biraflar qualities are to be 
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feigned columns supporting a painted entablature, display similar 
qualities. The heads in the Last Supper arc deficient in drawing so 
that the back of the neck and cranium fomi but one straight line. 
The staring eyes, broken draperies, and feeble red shadows^ are dis- 
agreeable, but the style is that of Petrus of Rimini, which, though far 
below the perfection of Giotto, is evidently that of a student, perhaps 
that of an assistant, of the Florentine master.^ Of the same period 
and manner, but almost obliterated, is a Crucifixion, with attendant 
figures of SS. Benedict, Guido, and other saints, in dead colour in 
feigned niches on the walls of the old chapter-house. Petrus of Rimini 
did not labour in Urbania and Pomposa only, but in Ravenna also, 
in the choir and lateral chapels of the church of S. Maria Portofuori.^ 
In a niche in the choir, the Communion is represented ; and the Re- 
deemer has the type and character of that in the Pomposa refectory. 
In the chapel to the right of the choir, a fresco, of the ascent of a saint 
to heaven m a cloth held by an angel, is in the same manner, but, side 
by side with these, are frescoes by an inferior hand. On the left wall 
of the choir the Expulsion of Joachim, the Birth of Mary, and the Pre- 
sentation in the Temple are composed of long lean figures in exaggerated 
movement. On the left wall, the Massacre of the Innocents, the Death, 
Assumption, and Coronation of the Virgin — in the ceiling, the Four 
Doctors of the Church and the Four Evangelists. Various frescoes in 
the lateral chapels, on the arches leading into the tribune are painted, 
in the feebler style of a follower of Petrus, who can be no other than 
Julian of Rimini. 

Of this painter, who reduced the second-rate manner of Petrus 
to a third-rate manner of his own, a very fair example may be seen 
in a Virgin and Child, angels, and saints in the sacristy of the 
cathedral of Urbania near Urbino, inscribed : 

ANNO DNI MILLE CCX3. SETTIMO. 

JULIANUS, PICTOR BE ARIMINO PECIT 
HOC OPUS, TEMPORE BNI CLEMENTIS 
P, P. QUINTI. 

Thk is a picture not essentially difierent in appearance from those 
of most Italian productions of the same period at Tolentino, Fabriano, 

foui^ in tho Last Supper on one side, and in a scene, on the others repre- 
senting Guido, abbot, and S. Gebeardo, bishop of Ravenna, Siting behind a 
table in presence of six other persons. On the opposite walls are remains of 
a €lir^ on the Mount, and on the third, a headier figure of a monk seated, 

mutilated part showing an under intonaoo, already covered with older 
painfega. 

^ The ^ladows are of a purple-red. 

* Peckarid does not hesitate to a^ign these paintings to Giotto himself. 

See RtTiMm tM p. 2S6. 

* All ^sese painUngs are strangdy enough a^gned by Rosini, Storia 

d€§a p. to Giotto. * [Gf. Brack, op. dt., and VKtmnii, 

op. dLp voL v.* p. 9S8. J 
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GuaUo or Camerino.' The male figures are not without character 
and animation, the females not without grace in costume and head- 
dress. The forms of the hands are rej^lar ; the drawing of the whole 
conscientious, and the draperies not ill lined. The light and trans- 
parent colour, though soft, is flat and unrelieved. Julian of Rimini 
thus had his own peculiar style, which may be traced with certainty in 
the picture of riie Academy of Facnsa attributed to Pace,* one of 
those tabernacled and pinnacW altarpieces which are so common in 
the Umbrian school, enclosing no 1^ than twelve subjects or figures, 
and mx medallion half-figures of saints or prophets. The centre re- 
presents the Vir^n enthroned, above which the Crucifixion is depicted, 
and here the Saviour is of a long attenuated form, and some heads are 
remarkable for absence of all b^uty. The saints, in the side nich^, 
are in character like those of Urbania, the b^t of them a S. Chiara.® 
Inferior to these picture, perhai® Iwause of extensive r^toring, but 
by the same hand, are the frescoes in a chapel to the left of the choir in 
the convent of S. Antonio Abate of Ferrara,* reprinting, in a series 
of feeble compositions, coloured with fiat rosy ton^, scenes from the 
Passion of tim Saviour. The date of 1407 may be seen beneath a 
figure of the R^eemer on om of the walk ; but date seems to 
have been placed there after the frescoes had been some time com- 
pleted. The gradual decline of this manner may be traced in a colossal 
Cnicifix in the church of S. Paolo at Montefiore near Urbino, in a 
Crucifix in the chapel to the right as one enters the cathedral of Rimini, 
and in a third relic of the same kind in the deadhonse of the hospital 
of Urbino. It might indeed be possible to give a long <mtalogue of 
similar works, difering only from those which preceded Giottok rime 
in this, that, whereas before him an uniform n^el was derived from 

^ The Virgin, a feeWe ami cMeeiive figure, both as regarcb f<mxk ly:^ type, 
sits mihremed with the mlant Saviour b^ween four angels wavizig oemem 
and holding up the drapery throne. In front, ^^t figures knedl to 

the right left, and in pan^ in a double course at ihe sides, are'aa 
equal number of male aiid female sainta, B. Franek reo^viuj^ ^le 
SS. John the John BvangeUst, Mary Magdalen, Omura^ €atitorin% 

another femak, and Lucy. 

* In PuNaiUEOKi, Mo^io Si&rieo di Sam^ |8vo» Uri»no, 

the rea.(kr finds record ^p, 47) of one “ GiuBano depentcjre ” at Urbino in 
1356 and 1367. It r^nains douMful whe^i^ this be smne as the author 
of the Crucifix of 1307. [OiuliaEio da Bimini was Ihe lormumer of the 
Giottesques of Bomagna. Of, Brach, Cficdio SeMe m der M&m&gma {Btraas- 
burg, 1902). In the Pinacoteca of tlrbizKi is a picture by cme GiovaxMu 
Barom^io from the refectory of the Franciscan cxmvmt of Maoemta, with 
this inscription ; 

ANNO DNI MUXO COCXL QTO TBX DNI Cl^EM TIS 
OO OFUS yjfiCIT JOANNES BASOJmUS OB AMMINO. 

Baronzio was buried in the T^npio Malatestlano at Bixnim. C/. Vbntubi, 
op. oft, voL V., p. 938.] 

^ The niches at each £ade of the centre are mx in all, oontaiziing 
SS. Christopher, Chiara, John ^ Bapfc^ Elizabeth, and Look of 

France. In the pinnades, at each of the Orucifixiem, are Chri^ m. the 
Hoimt, the Kks of Judas, ^ Bepodtiem from the Cross, a^ another ^b|eci. 

* A chapel qot usudly open to v^kHs. 

I, 


X 



322 


HISTORY OF PAINTING IN ITALY 


past ages, painters now sought to imitate that of which the t3rpe had 
been create by the great Florentine ; and there is evidence enough 
in the stories of Sacchetti to prove that Crucifixes were manufactured, 
so to say, by the gross J 

Thus, whilst the student may seek in vain for the works of men 
like Guglielmo di Forli, Ottaviano and Pace da Faenza, he stumbles, 
even in the nineteenth century, on painters hitherto scarcely 
noticed, and evidently forming a second-rate school, the chief of 
which may have known Giotto', and assisted him in his works at 
Rimini and Ravenna, In the course of two generations the art 
of Giotto was thus brought to a very low and uninteresting standard. 
It would be difficult to say in what respect this poor Giottesque 
differs as to quality from the older art which was previously called 
Byzantine. The same class of painters who, before Giotto, existed 
everywhere is noticed in greater numbers after his death, but still 
at an uniform level of inferiority. The tendency of the last half 
century has been to impart to inferior productions a value they do 
not possess, whilst, previous to that time, too little importance was 
given to them. At first everything old was Greek ; then it was 
assigned to Cimabue; now it is by Giotto. Nor is it the least 
painful deception which awaits the critic that, wdierever he turns, 
he finds men who pretend to appreciate the great master, and yet 
attribute to him the feeble productions of second or third-rate 
artists. 

^ An ex>chapel of S. Chiara at Ravenna (abandoned and close to a riding 
school) is covert with frescoes in which the manner of Petrus and Julianus 
of Riimni may be found. Christ, on a rough hewn cross in convulsive move- 
ment, is bewailed by angels in vehement action in the air. Four fly about 
in grief, three gather the blood from the wounds, one tears its dress from its 
Ineast. Hie Virgin and S, John are at the sides, and S. Mary Magdalen at 
the foot stretches out her €trms to heaven. Beneath this Crucifixion is the 
Bapri^ of Cairkt, with an ugly and partly repainted nude of the Redeemer. 
On other walis, the Annunciation, SS. Francis, Chiara, Anthony the Abbot, 
and Louis ; the Adoration ; and in the ogling, the Four Doctors of the 
Chiireh, are all frescoes, whose principal figures display the defects noticed 
at Pomposa and S. M^a Portofuori (note the long, thick necks, protruding 
chins, masrive hair, and heads without cranium), and repeaty^ in other 
parts of Italy in pictures and frescoes assigned to Simone (No. 159 of the 
Academy of Arts at Bologna, No. 161 and No. 231 of the same Gallery), or 
Jacobo at Bologna. 



CHAPTER XV 

BUBTAIJ^OX)— THE CAMPO SAISPTO OF PISA 

It is usual to find amongst men who work in common and who 
form a company in any given society, one or two who are the 
merry-andrews of the community, and at least one who is the 
butt of aU the rest. Such, amongst the painters of the fourteenth 
century at Florence, w’ere Buonamico Cristofani called Buffal- 
macco,^ Bruno Giovanni,* and N<mxo called CalaiKhino.* Calan- 
drino, the butt, was an older man than his tcsrmentors, a bad 
husband, avaricious, credulous, mid a fool. It is impossible not 
to laugh at the practical jokes succe^nlly played off upon him ; 
how he is induced to believe in, and then to search for, a stone wiiich 
has the property of making the possessor invisible; how Buffai- 
macco and Bruno, having encour^ed him to load his dress with ali 
manner of rubble picked up on a road outside Flormee, ii^uce him 
to think that he has found the treasure of which he was in ^arch 
by pretending suddenly to miss him ; and, having loaded them- 
selves with stones, curse his luck and pelt him mercikasiy home. 
It is ludicrous to read how Buffalma<x>o and Bruno persuade him 
to believe that he is pregnant because his dig^tion has been affected 
by over-eating, that he never pc^s^sed a pig which they had stolen. 
It is amusing to read the narrative of Buffaimac<x>’s success in 
forcing Andrea Tafi to rise late instead of early ; his rividry with 
the monkey of Guido, Bishop of Arezzo* who repainted in the 
evening the fr^co^ which had been eompfeted during the day ; 

^ The existen<^ of Buffalmaoco has been ds^aied. See SttmoHS, 
ckungen^ vol. ii., note to p. 14. But hia name appears in the form m 

the text in the raster of the Florentine Company of Pamirs in 1351. 
OtTALANDi, Ser. 6, iSt swp., p. 178. 

* This painter is inscribed on the registo of Flor^tine as ** Bnmo 

Giovanni pop. S. Simone dij^tore, moocl.** (Quajlani>i, sup,^ 1771, 
and is found mentioned by Baudinttoci in a contract of 1301 {Opere, mtp.^ 
vol. iv., p. 296). 

® Hift TiftTYi^ appears in Fl<wr©ntine recortfe : “ 1301. K'ozxm vocatu® 

Calandrinus pictor quondam Perini pop. S. Laurentii testis.’* See BAijaiHmxat, 
ubi sup., p* 200. 

* Guido, Bidiop of Arezzo, died in 1327. 
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the trick which he played on the very same bishop, a fierce and 
haughty Ghibeiline, by painting for him, instead of an eagle humbling 
the Florentine lion, a lion devouring the Imperial eagle ; and the 
revenge he took on the impatient people of Perugia by painting 
their patron Saint Ercolano with a diadem of fishes. Wonderful 
was the cunning vith w^hich he deceived the nuns of Faenza into 
the belief that he was labouring assiduously at the frescoes of their 
church, by substituting a lay figure for himself during a fortnight 
spent in idleness ; and then persuaded them that the sacramental 
wine was the best for mixing colours. Equally jocose is the trick 
perpetrated on a peasant who, having ordered a S. Christopher of 
twelve braccia to be painted in a chapel that had only nine hraccia 
in height, was obliged to content himself with a figure on the 
floor whose legs passed out of the entrance ; that too in which the 
painter took revenge for non-payment of the price of a Madonna 
by secretly painting a bear’s cub in the arms of the Virgin. No 
wonder that such a man should die in an hospital ; or that the fame 
of his adventure should have survived his pictures. It may be 
doubted, indeed, whether even Vasari, who gives a vast catalogue 
of his works, did not group together under his name a mass of 
inferior productions by various hands, being anxious to illustrate 
the life ^ so jolly an artist with something more than the stories 
of Sacchetti and Boccaccio. Yet Ghiberti affirms that Bonamico, 
or Buflalmacco, was an excellent master ; that his colour was 
fresh ; and that, when he set his mind to a task, he surpassed every 
other painter. Vasari, who copies Ghiberti, repeats after him that : 

BuS'^lmacco, at Pisa, painted many pictures for the town and in 
the C^mpo Santo, and that he executed important works there 
for S. Paolo Ripa d’Amo, and at Bologna, for at least one edifice.^ 
On im own responahility he adds that at Florence, BufEahnacco 
worked in the B^ia di Settimo, in the Certosa, in the Badia at Ognis- 
santi, and S. Giovanni fra FArcore ; that, at il^logna, he painted the 
chapel of the Bolognini in S. Petronio ; at Assisi, in 1302, the chapel 
of S. Cayenne and the chapel of Cardinal E^dio Alvaro ; ^ at Arezzo, 
the chapel of the Batt^imo in the episcopal palace, and part of the 
church of S. Giustino ; at Pisa, the four hescoes of the Gen^is in the 
Ckunpo Santo ; at Cortona, a chapel and an altarpiece in the episcopal 
mlace ; and at Pem^, the Cappella Buontempi in the church of 
S. Ikraenico- 

^ QHiBPEffin’s ^4 com. In Vasaki, vol. i,, p. xxi. 

* Im 13^ acecHfding to Vasari, be amuc^ed, on the Amo, a theatrical 
ol Hie hi^erxtal r^lons whi^ had fatal ooi^eqnences. The 
was and people perished. Buffalmaoco, however, escaped. 
Vasabs, voi pb Sa. 
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Not a single picture of ajl those he is said to have painted at 
Florence, Arezzo, or Cortona remains. As for the rest : 

The frescoes of the Bolognini Chape! in S. Petronio of Bologna 
were painted after the building of the church in 1390,^ and cannot 
have been executed by one who, according to Vasari, was a master 
in 1302.“ The chapel of S. Caterina in the Lower Church of Asrisi, 
and the chapel of Cardinal Alvaro, or more properly Albomoz, are 
one and the same, and, so far from having been painted in 1302, was 
only erected after 1382, when Albomoz obtained the purple hat.^ 
That chapel is covered, as Vasari truly sa 3 r 8 , with forgoes representing 
incidents from the life of 8. Catherine. One of the paintings, in the 
vaulting of the arch leading into the chapel, is devoted to the Cardinars 
consecration by a Pope, at whose side S. Francis stands. The counter- 
part, on the vaulting at the other side, represents three bishops, 
amongst whom 8, Louis is conspicuous. The compositions, as a 
whole, are the weak production of a third-rate artist of the close of 
the fourteenth century, ill arranged, rudely execute, and patchy in 
colour ; though, as regards the latter defect, time may have helpm to 
alter and darken the surface. Some figure®, taken separately, may 
be called animated and fair in movement ; but the proportions are 
defective, and the outlines coarse. As to the chapel of the Maddakna 
in the same sanctuary of Assisi, it may be remembered that the frescoes 
there have been described as productions of an immediate pupil of 
Giotto,^ and if it were proved that Bufialmacco executed them, as 

^ See t^e original reccml which cerrifies this fact in GuAiiAHm, M€m>ri€ 
de' Belle Arti (8vo, Bologna, 1842). Series 3, p. It from tl^ 

will of Bartolommeo della Seta, executed in 140S, that he ordered the pirint- 
ings in the Bolognini Chapel, with subject by him, and c«ynri©d ont, 

as they may now be seen, to be produced at his exp^iae. See to VaslilRI, 
v'oL ii., p. 63, and the Ora^cola di Bologim of vM m*m to p. 3t, 

® Hence a picture in the Bologna GalWy (No. 2^), mm^md to BoftaJ- 
macco, because it is a copy of a part of the frescoee in S. Pe4ronio, c^mnot 
be by him. The latW can be a^gned, iznibed, with some c«srt«iiity to 
Antonio da Ferrara, who may be worthy of special mentkm in a notice CNf 
early Ferrarese school. 

® [Aibomoz was cardinal before he can^ to Itidy in 1362. In 1363 he 
built the Infermeria Nuova for the Ccaivcfit of S. Fnmris at Assi^, and his 
arms are blazoned there to this day. Not eontmt with tins nnndfie^Kce, 
for he, soldier as he was, had a great <fevotkai for II Poverd^ fee bmlt at 
the southern end of the transvei^ nave at the weet end of the a 

chapel which he dedicated to S. Catherine of Alexandria. He oomnateiQixed 
these pmntings, and was painted there hims^ gentj^edin^ to B. Oesnente, 
the titular of his church. ThOTe he is buried, his body having been bcoi^t 
from Viterbo in 1367 whm he died. Of. FaATnm, op. A, p 186 «« acf. 
Vbntubi (op. cit, vol. V., p 862} femfaa the fereacsoes ^bere are fey a 
of the Marche indnenced by S^aese. I tinnk tfee air^hore ]^ve judged 
these frescoes hardly. If we were to jn^e ^lem by ^ iraginmt of the 
Marriage of S- Catherine, where she is fain^^ in ecsstaasy, we j^»o^ 

oocssider them the wo]^ of some and even pewaicmafte haam tfo^ 

are not of the school of tibe naturahsts.} 

* {Of. supra, p 316, nofc 2,} 
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some assert/ tiien, instead of being the pupil of Tafi, be must have 
been the apprentice of a far greater master. The chapels of S. Caterina 
and of the Maddalena are by two difEerent painters, one of whom 
flourished in the first, th^ other in the second half of the fourteenth 
century ; one formed on the manner of Giotto, the other to be con- 
founded in the ruck of common painters of which Italy might, at that 
time, boast a considerable number. 

The frescoes of the Cappella Buontempi at Perugia are of another 
order altogether. The subjects are taken from the life of S. Caterina 
of Siena, a holy personage, who lived from 1347-1380, and whose 
life can hardly have become a subject for pictorial delineation before 
the very close of the century Very few of the figures which adorned 
the chapel, now the bell room, remain ; but remnants of a female in a 
white and black dress, of an elegant and well-proportioned form, 
surmounted by a fine oval head of aquiline features, may still be seen, 
A natural and easy attitude, the saint holds her dress with the right 
and a key in her left hand, a broad style of drapery, remind the 
spectator of the fine figures painted by Orcagna in S. Maria Novella 
at Florence. Near this figure, which no doubt is that of S. Catherine 
of Siena, is a magnificent life size head of S. Dominic, of regular 
shape, firmly drawn, well modelled and painted in warm light flesh 
tones. Vestiges may be found also of a head of S. Bartholomew 
— of the Saviour in Glory — of soldiers wielding swords.^ Vasari, 
however, not content with assigning the frescoes to Buffalmacco,^ 
attributes them in another place, and quite as arbitrarily, to Stefano 
Fiorentino.® 

At Florence a picture in the Academy of Arts,® assigned to Buffal- 
macco, represents S, Humilita of Faenza, and scenes from her life. 
But the style is that of the Sienese school,’ 

It would appear that the Pisano commenced, for the first time, 
to order paintings for the Campo Santo in 1299 and 1300, when 
one Datus, assumed by many to be identical with Deodati Orlandi 
of Lucca,® executed certain works ; and Vincinus Vanni of Pistoia, 
with Johannes Appareochiati, painted a Virgin and Child between 

^ See notes to Vasatu:, voL ii., p. 61 . 

* Yet JUjmmt voL ii., p. 52, does not hesitcU:© to give these figures to 
Bufialmaeoo, Nay, he presents them engraved as a specimen of the 
painter^s art. 

* Hardly vMb^ without a lantern, on account of the darkne^ of the 
chapeL 

* VasjlB^ voL ii^ p. 61. * VasAki, vol. ii., p. 20. « [?7o. 133.] 

^ [Tl^ pictirre is in^srihed : “ a mcocxvi hec sunt miracula beate 

nUMIMTAZES TBIMA ABBATI^A BT FONBATBICn HTJIXTS VENEBABHIS MONAS- 

twseh m in ]E8to aitabi ib&t coltpus Knjs.” Of. Maud Cbu ttw eul, The 
CMeriea (Pent, 1007)^ p. 253. Bekenson, The Cmtral ItaUan 
^ Ssnmsmtnoe (Futn^mas, 1900^ p* 150, gives it to Pietro 

® See Fdasxmt, in 1833, No, 68. 
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the Baptist aad Evangelist.^ A painter of the name of Nuecarus 
was employed in 1301 to execute the Virgin and Child above a gate 
of the Campo Santo.^ After this the rtxjords give little or no notices 
of paintings till much later.^ Pisa, in truth, did not produce during 
the fourteenth century any painter above the most ordinary stamp, 
a fact which is the more incomprehensible if one considers that 
most important pictorial works were undertaken not only in the 
churches and cathedral, but in the Campo Santo. It will be seen 
that the Pisan painters of the fourteenth century formed them- 
selves more or less upon the models of Siena, but at so humble a 
distance from them that the masters of the great Pisan works 
employed strangers from Siena rather than entrust their commis- 
sions to native artists. Thus, in the early part of the fourteentli 
century, the Lorenzetti illustrated hermit life on the walls of the 
Campo Santo ; ^ and though Vas^i affirms that Orcagna took a 
great part in the production of that serioB, ttnere is little dembt 
that he committed in this statement oiie of the blunders which are 
so frequent in his bic^aphi^. Whatever may have been the 
adornments of the Tvalis in addition to the fr^coc^ of the Loren- 
zetti, and whoever may have been employed to execute them, or 
whether such adornments ever existed, it is impo^ible now to say. 
But towards the close of the century the want of competent 
artists at Pisa was still sensibly felt, and many from distant parts 
of Italy were sent for in succession. Yet in no instam^e were the 
persons engaged of high renowm. As in the ^yrliast days i^ither 
Giotto nor Simone could be secured by the either because 

these artists were too much in demaad elsewhere, or because the 
price they claimed was too high for Pisan purses, so, later, none of 
the great Morentines were employed. In 1370 the frasooes of the 
Trials of Job were produced, as it is now bdieved, by Franoeew oi 
Volterra, a painter who had long been settle at Pisa, who, as early 
as 1358, had been elected one of the Great Council of the peo|de,^ 
and in 1346 had already executed an alt^pi^je for the cathedral.* 

^ Idbr. Entr, e U^dta deW Opera del Dwmo di Pirn a, 1290, 1^)0, in 
Forster, KumMa^ 1833, No. 6S; and Ciampi, No^tzie^ Doc. xxiii., vid 0 mp., 
p. 143. 

® Lihro F. del Duomo di Pisa, 1301, 1302, in Giamit, mp.^ p. 145. 

® [Gf. for the painters in Pisa, Taotako CtororAOTi, No^zm €h0. ArU^ 
traite dai Doc. Pimm <Pisa, 1807).] 

* [Cf. Berenson, Fke Oenlral JlaUan Fednierz, p. ISO. He tinnks ttiat 
the Thebaid was painted by some unknown follows ol th© 

* Bonaiki, Memories mp., p. 04. 

* “ Memormle ” of the Opera of the Dmmo. The vain© of ^ 
is given at 67 florins B den. 
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Had the records of the Campo Santo been searched with care 
previous to the destruction of their old bindings/ more certainty 
might exist as to the authorship of these frescoes, which were long 
assigned to Giotto. Some of the bindings contained entries of 
pa^^ments to artists for work in the Campo Santo, and one, amongst 
others, to the folio^^ing effect : ‘‘ The story of Job in the Campo 
Santo was commenced on the 4th of August 1371.” ^ With the 
guide of this date a further search in the books of 1372 resulted 
in the discovery of the following record : ‘‘ Francesco da Volterra, 
of the Cappella S. Nicholai, received of the said operaio sixty lib. 
six sold, eight den. due to him for blue’and other colours, size, eggs, 
and other things bought for him and used in painting and retouching 
paintings done by him and his companions, as more fully appears 
from a written parchment in the cover of a previous book.” ® The 
name of Francesco da Volterra, in company of one Neruccio and one 
Berto is, however, to be found in the records of 1370 as well as in 
those of 1372. That of one Cecco di Pietro, a Pisan painter who 
has left behind him some interesting works, remains in notices of 
the same yem: ; and of Neruccio alone it is known that, in 1370, he 
furnished designs for the glass windows of the opera.” ^ The 
only doubt which may assail the reader of these records is that, 
whereas the paintings of Job are said to have been commenced in 
1371, the payments to Francesco da Volterra appear to have been 
made as early as 1370, and the following alternative must be put : 
either it is an error to assign the frescoes of Job to Francesco, or 
the transcript from the book covers errs in the use of the word 
“ commenced.” Supposing, however, that Francesco did execute 
the^ inter^ting works, one may inquire of what school he is, and 
whence he came. His style is doubtless Giottesque, but so many 
painters went by the name of Francesco at Florence that it is not 
possible to determine which of them is Franc^o da Volterra. 
Urn following list is extracted from the roister of the Painters’ 
Guild : 


^ Wipch took place in 1802-3. 

^ "pm reoOTd has been given folly by E. FoasnsE in Beitraye, tOi sup., 
p. 1 14, and may still be sem at Pisa (1864). ^ 

„ jecorf was found by Dr. Heyse of Magdebure. E. Foester in 

suj>., p. 116. 

* See ^e record now (1864) in possession ^gnor (Sappei, also Ciahpi’s 
BO^trf aa Mot$z»e, uU sup., p. ^ and Foeotbe, vbi sup.. 
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Years, J^wnes. Suroaroea. 

1340 Francesco Pardi. 

— — Consigli. 

— — Bertini. 

— — Carsellini. 

— — Vannini. 

1341 — di Maestro 

Giotto. 

1342 — Cennamella. 


Years, 

Karnes. 


1344 

Francesco 

CSalli. 

1348 


Bondanza. 

— 

— 

del Maaitro 



Niccola. 

1365 

— 

Bartoli. 

1368 

— 

Neri. 

1371 

— 

Boni. 

1378 

— 

Pucci.^ 


Vasari mentions amongst the ^ists enrolled and registered 
in the old Company of Painters, Francm^o di Maestro Giotto, of 
whom he is unable to give any notice,^ and, as the foregoing list 
is extracted from the register, it would appear that he was a member 
of the Painters’ Guild as early as 1341.® The jfirst notice of 
Francesco da Volterra at Pisa date back only to 1346. Pos^bly 
he and Francesco di Maestro Giotto are cme and the same person. 


The frescoes of Job, painted in a double course at the western 
end of the south wall in the Campo Santo, and now cut down by 
the Algarotti monument, adapts to the middle of the space which 
they originally covered, are divided into six great compartments, 
beginning from the top near the western gate, with the subiect of 
the feast,* and continuing with Satan pleading before the Redeemer, 
the battle of the Sabeans, the destruction of Job’s house, and below, 
a scene of which no vestige remains, then Job on the dunghill, the 
rebuke of Job’s friends, and Ms return to prosperity. In the first 
composition, traces exist of Job feeding the poor, and f<^ting wiA 
his friends at a table, whilst a musician j^ys the vkd, and herds, 
tended by shepherds, are grouped around. In the scscond, ihe Saviour, 
in an elliptical glory supported above the horizon of a landscape varied 
with seas and mountains, sits and listens to the pleading of Satan 
represented as a homed monster with bat’s win^ and tegs of an 
ox. Separated from this incident by a high and bare rock m a 
massacre, over which a flying demon hovers ; ^ad, in the dtetaace, 
the dispersion of the floeli Mid the burning of Job’s house. In 
tMrd compartment, Job is prostrate, with his arms nised to heaven in 
front of two other kneehng figure. He te atteifeded by a group of 
friends to the r^ht, and seems to have d^cended from a IlyrcTO 
beneath an arched bu^ng, to humbte Mmself before God. * 

^ Guaj:*ani>i, w6i mp., S«r. vL, pp. iSO, 181. 

* Vasari, voi i., p. 339. 

® BAnoiNUCJCi assumes^ wfrt «tp., veL L, p. 167, that tl^ Franeesoo m 
Giotto’s son, but witoafc any j^oof. 

* This fresco was i^^oted in 1823 by StefaasfeO MamaedK. MosaouA* 

sup., voL H., p. 208. , , 

* This fresco was comi^eted, ^ys Cav. by N^o cK Vamu of Ptea 

(a pnpil of Onatgna) ; bat, aci(fe Morroiia* h© only repateed 
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No one who has not the engravings of Lasinio at hand can now 
take in, without incredible trouble, the whole of these ruined 
frescoes. With their assistance, he may admit that the composi- 
tions do not deviate much from the great maxims which Giotto 
carried out so perfectly. He will find animation and action in 
many groups, an advanced study of the detail of form, and a certain 
amount of pictorial feeling. Some types, indeed, are both grand 
and natural. The colours, judged from what remains, were evi- 
dently handled by the master with ease. The artist, whoever 
he may be, whether Francesco of Volterra, as the evidence would 
almost prove him to be, or another, doubtless executed many 
works beside these of the Campo Santo. There is a common style 
between them and the four frescoes representing scenes from the 
life of S. Francis by the side of the Crucifix and Tree of Jesse in the 
great refectory of S. Croce at Florence ; nor is it improbable, from 
the resemblance between the latter works and those of the sacristy 
in the church of Ognissanti, that these are early works from the 
hand of the painter of the Job of the Campo Santo.^ 

In 1377, Andrea da Firenze commenced the series of frescoes 
illustrating scenes from the life of S. Raineri, assigned by Vasari 
to Simone of Siena ; and Antonio Veneziano continued it in 1386, 
after Bamabi of Modena had been called (1380) to Pisa by the 
master of the works. In 1391, Spinello Aretino laboured at the 
series illustrating the life of SS. Ephesus and Potitus. At the same 
time the frescoes of the Genesis, assigned by Vasari to Buffalmacco, 
were executed by a painter and mosaist of Orvieto named Pietro di 
Puccio. Pietro had been employed under Ugolino di Prete Ilario ^ 
to paint in the choir of the cathedral of Orvieto in 1370, ^ and, in 
1387, to execute the mosaics of the front. Invited, in 1390, by a 
special letter from Parasone Grassi, who then directed the works of 
the Cmnpo Santo, to visit Pisa, he came ; and, after suffering from 
a sickness during which he seems to have received every kindness,^ 

had been caused by Fide Moreona, vbi sup., vol. ii., p. 205. Yet 

Rosini, Storia deUa PiUura, vol. ii., p. 7. and the annot. to Vasari, voL ii., 
p. 1S5, that Nello was “ the author ” of this fresco, which differs in 

no r^pect from the rest of the s^es, 

^ The frescoes of the Ognissanti sacristy are more Giott^ue and less 
nKxfem in style than the Job of the Campo Santo, and may have been pro- 
duced about 1350. ^ 

* The author of feeble frescoes which Vasari assigns to Pietro Cavallini. 

» Bjsrla Vai^ iSlor. del Duomo ^Ormeto, 117 and 285. Puccio’s pay 
was 18 scddi per di^. See l^e cmious ^ror of Della Valle, %M sup,, p. 288, 
who n^^es ^le painter and mosaist of the same name two different artists. 

* ^^othi©eary% biMs, by the superintendent of the CJamiK) Santo, 
have hem preserved. See CIampi, Xha. xxxi., p. 150. 
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he painted the fremom of the Genesis at tlie western end of 
the northern side, and the Coronation of the Virgin above the 
entrance of the Aulla CSiapel.^ Pietro, in the former, exhibited 
some merit, particularly in the fresco of the ark ; but he was 
evidently a second- or third-rate artist of the Sienese rather than of 
the Florentine school ; ^ so much so that the Coronation was 
assigned by Vasari to Taddeo Bartoli.® On the eastern wail of the 
Campo Santo, Buffsdmacco is said to have painted scenes from the 
Passion,^ the Crucifixion, tiie Resurrection, the Appearance of the 
Saviour to the ApcMties, amd the Ascension. The Crucifixion, a 
most common production of the close of the fourteenth century, 
is remarkable for figures of a long and exaggerated shape, ugly in 
character and features ; and the Saviour on the Cre^ is repulsive. 
The Resurrection, Apparition, and Ascension, though much 
damaged, display, in short and stout figure, another hand and 
third-rate talent, but seem likew'^ to have been executed at the 
close of the fourteenth century. The life of Bufidmacco thus 
necessarily leads the student to the €K>mpaxim)ti of pictures viuying 
in style and in period, and preclude bII chronolc^cd sequence. 
But the aim of the critic is attained if he succeeds in proving that 
the frescoes assigned to Buffalmacoo all differ from each other, and 
that the life of this artist, as written by Vasari, is utterly untrwt- 
w’orthy. 

In so far as Bruno Giovanni is concerned, the reader may, if he 
pleases, skip the following : 

The frescoes which Bruno is said to have ex^ut^ in company 
with BuSahnacco in the abbey of Rips d’Amo are ohliteratel, but 
the altarpiece of S. Ursula, produced for the same church, is de- 

^ CiAMPi, sup.f p. 151- In the first, Puocto repreoeiited ElM’Bal 
holding the spb<^ of the univ^se with the ^urth in Umj ceotr©, mnromufed 
by remedning planetary spheres as exjdained by the ©c«®nogra|d»er8 of Ha© 
Middle Agi/ £i the lower cora^ to the right, S. Thomas Aqnmaa, to 
the left, S. Angostine ; next the Creation of Man and of Woman, Hie T^®pt^ 
tion, the Expulsion from Paradise, the Death of Abel and of Cain, Hie Ark 
of No^, the Deluge, and the Sacrifice of Abrah^, 

® In Casa Oddi at Perugia, an altarjdeoe in three p<«rt8 rej^resentlng the 
Virgin and Child enthroned between SS. Jerome and Paul, with Hie Ktrtia^ 
betwem the Angel and Virgin Annunciate in ih& pinn»«^ m : 

“ PKTBI DE irsBis OPUS.” On the precMla, the Eece Umm m c^teted ^ 
tween two incic^its from the lives of Paul and Jerouae. It k a third- 
rate work, pebbly by Piefero di Puccio. , ^ t f 

» Vasari, voL ii,. p- 221. The greats part of tib© mtonaco of Hws fr«®eo 

others ass^u Hiese semes to Antonio Vite of Pistoia, re^pecHng whom 
see anim and po^a. £Bkbehsoh, aa dgm these frescoes to mi- 

known follower of the LoceexetH.”] 
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scribed by Vasari ^ in terms almost completely applicable to a picture 
formerly in tbe Casa di Commenda,^ and now in the Academy, of 
Pisa. There the virgin companions of the British saint are repre- 
sented with S. Ursula herself, holding in one hand the Pisan standard, 
and supported by a symbolical figure of Pisa. This is a rough dis- 
temper picture split in four places, in great part repainted, of a feeble 
character and without relief.^ Nor will it be easy to discover any 
very sensible difierence between it and the neighbouring panels by 
Ghetto di Jacopo, Jacopo detto Gera, or Turino Vanni. 

1 Vasari, vol. ii., pp. 56-7. 

2 Near the canonry of the church of S. Paolo Ripa d’Amo. 

® The picture has been engraved in Rosini, vhi sup. 



CHAPTER XVI 

STEFANO FIORENTINO 


Stefaijo Fiobenttno shar^ with Taddeo Gaddi the praises of 
Vasari, who forgets in exalting the latter that he has already 
exhausted almost all that can be said in favour of an artist in 
eulogy of the former. Stefano, indeed, must be considered one of 
the greatest artists of his time, if it were possible to prove ‘‘ that 
he surpassed Giotto in drapery, that he sought to develop with the 
help of folds the nude of the figure ; ” “ that he brought perspective 
to such a height of improvement as nnght ^ow he enjoyed a ray 
of the perfect manner of the modems ; ” “ that he foreshortened 
arms, torso, and legs much better than they had ever been before.” ^ 
He may have done all this ; yet such prc^reas wmild have left its 
mark upon the art of the time ; and, if it did nc^, as m evident 
enough, one may a^ume that the biographer lavished his encomiums 
on Stefano, that he might, as a l^rentine, stand in a better light 
when compared with XJgolino of Siena, a palriarch who stendy 
maintained the traditional fmrms cd jmst centuries.® Still, to 
affirm anything of Stefano at the present time would be presump- 
tuous, and it is best to admit at once that of his works no oi:^ can 
have the slightest knowledge. BaMinucci w’ouM lead his readm 
to beheve that Stefano was not merely a pupil, but a grandson of 
Giotto, because, according to the rec€»ds of the monastery of 
Castdlo of Florence, Catheru^, Giotto’s dimghter and the wife of 
a painter named Eicco di Lapo, had, in 13^, a son, a j^nter, 
cafied Stefano. The identity only exists, as yet, in the dbvimis 
similarity of names. Hiat in the first half of tibe (^tuiy a 

^ He is caBed by Albkktini, Opuseulma mirabQ. H YeMrU Bmmeta 

(4to, Rome, 1510), p. 56, tiie |»ecairW ol Vassjri, who Iw books, 

“ symia.^* Vasari, ©nlargmg upoti says BiMsum was tii« of Wbtiire. 
Vasabi, voL n., p. 15 sad f<3iowiBg. Crisiofaiio Landiai, ap<^^ to hm 
comment on Ikmte ap. Bomri (Bom. Ed. of Vasabi), akwa says : ‘ 
da tnfeti e nominato Scimmia d^ia natnra, taafco eepnesee cpiai«BC|i^ eoaa 
voile ; ” to which adds : “ An mjiogy of a age.*’ BiM. o/ P&int- 

infff nhi voL i., p. 65. 

* Vasari wrote the Hves of St^ano and Ugolino together, and ^ys 
were intimate friends. *Ih© truth of the lattar statanmt may be ckmfc^ed. 

Stt 
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did exist at Florence is proved by Sacchetti,^ who mentions him as 
contemporary of Orcagna and Taddeo Gaddi, and by his registry 
in 1369 as pupil of one Giotto ; and the recurrence of the latter 
name could give some force to the assumption of Baldinucci.^ 
As to pictures, the difficulty of making any deductions from 
Vasari’s or Ghiberti’s statements will be evident from the following 
considerations : “ Stefano painted in fresco the Madonna of the 
Campo Santo of Pisa, which is better designed and coloured than 
the work of Giotto,” ^ Lanzi, who repeats the foregoing from 
Vasari, substituting for the words Nostra Donna ” those of 
our Saviour,” ^ says : the work has been retouched.” It is 
difficult to ascertain, from statements so vague and contradictory, 
what may exactly be intended ; but if Vasari meant to allude to 
the Assumption on the inner lunette of the chief gate of the Campo 
Santo, he assigns it in another place to Simone Martini ; ® and, no 
doubt, though much damaged, it has the character of a Sienese 
rather than of a Florentine painting. 

Ghiberti, in his commentary,® distinguishes amongst the works 
of Stefano ‘‘a S. Thomas Aquinas so capitally executed, at the 
side of a door in S. Maria Novella, leading to the cemetery, that it 
seems to stand out from the wall in relief.” Vasari repeats the 
words, adding, “ that the figure was painted at the side of a door 
in the primo cMostro,^^ where Stefano also drew a Crucified Saviour ! ! 
In the primo chiostro of S. Maria Novella, a Crucified Saviour with 
the Root of Jesse, the sun and moon, and remnants of a head of 
S. Thomas, may now be seen at the side of a door leading to the 
cemetery. In the same cloister, a Christ Crucified, between 
SS. Dominic and Thomas Aquinas, decorates the lunette of the door 
leading into the Chiostro Grande. The latter has been so com- 
pletely renewed as to defy all criticism. To which of these frescoes 
does Vasari allude ? Probably not to the latter. The former is 
injured, but may still be criticised. It is striking in no sense, but 
has the appearance of a work of the close of the fourteenth century. 
In design and execution, indeed, it resembles a half figure of 
S. Thomas Aquinas with a pen in his right, and an open book in his 
left hand in the convent of S. Maria Novella. This figure cannot be 
the one alluded to by Vasari or Ghiberti, as it is placed in a lunette 

^ SiLOCHEm, vibi sup.^ voL ii., Nov. cxxxvi,, p. 221. 

* BAUDENncrcci, ubi sitp., vol. iv., pp. 171, 316. 

® Vasaei, voL it, p. 15. * Lakzi, tibi sup., vol. i., p. 65. 

® Vasaei, voL it, pp. 91, 92. 

• Ghibketi, in Vasaei, vol. i., p. xx. 
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above a door which led of old to the chapel of S. Tomaso,^ but its 
character is that of a work such as a pupil of Giotto might have 
painted in the latter half of the fourteenth century, fair as regards 
movement, natural and regular as legards attitude and form. Yet 
here, the quality of relief cannot be said to exist. Nor, indeed, is 
any one of these frescos such as to contrast in a favourable sense 
with those of Giotto. Vasari calls by Stefano’s name the frescoes 
of the chapel of S. Jacopo in the cath^ral of Pistoia, which Oanipi 
proves to have been completed by Alessio d’Andrea and Bonacc«>rBo 
di Maestro Cino in 1347.® Oampi, however, adds that Stefano did, 
indeed, paint in the Duomo of Pistoia, but in the chapel of the 
Bellucci, not in the chapel of S. Jacopo. Yet even this fact is 
immaterial to the present inquiry, as both chapels are whitewashed.® 
There are old paintings in the Palasizo del Comune at Pistoia which 
reveal the presence of Florentine artists — amongst others, a second- 
rate Madonna between SS. James aad Zeno, in the Salone, dated 
1360 ; but though this fresco makes some apprcmch to those already 
noted in S. MM*ia Novella at Florence, they are still insufficient to 
entitle the author to the name of a great lu-tist. 

The frescos of the Buontempi Cliapel in S, Domenico of 
Perugia, have been noticed as attributed without sufficient reason 
to Buffalmacco. Were they by Stefano, he would appmr to the 
student as a painter of the fifteenth century, and therefore not a 
pupil of Giotto.'^ At Rome, at Milan, at Amisi, Stefano is said to 
have painted, but the allied fniita of his labour have ^ dis- 
appeared.^ 

^ A chapel now suppressed. 

* See the doc. in CiImpi, pp. 95, 145-7. TlM!«e took the jgl&ce of emAr 
ones by Coppo di Marcovaldo. See poaUa, 

® ChAMPi, nbi mp., p. §5, akto Tolomki, 16-17, and Tiaai, p. 123, 

* Rosini has falW into this error. See Gloria. tM mp., torn, ii., p. 127. 
He gives, p. 125, axi engraving of a peture at the Biwa which m 8%ned 
Stefanus, but dat^ 1435. Romni also gives an engraving of a picture repre- 
senting the Virgin with the Infant siting near her, having Wiight in a 
bird. This piece is exactly suited to the ckacrk^^iim of a bat fresco by 
Stefano in a tabernacle of old near the Ponte alia Carmia at fItMfmae. 

® Vasabi (voL ii., p. 15), descrilnng the subjects of in B. S^rilo 

at Florence, repeate what OmBKim (vol, i, p. xix.) says dl frescoes al B. 
Agostino of Florence. SS. Spirito aiMl Agoatino are one and the SiUEne 
in which, however, the freaooes in qa^tkm no longer exni. At Am^ a 
painting by SoHmena covers the ni<^ of the choir in the Low^ Chinch 
ori^nally painted by Stefano. At S. Peter’s and AmceM, Kome, is 

nothing. 
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GIOVANNI DA MILANO 


Taddeo Gaddi, on his death-bed, recommended his son Agnolo 
to Giovanni da Milano for the sake of his knowledge in art, to 
Jacopo da Casentino for guidance in the path of the world.^ These 
were artists, interesting in more than one respect; the first, as 
exhibiting a certain phase of the progress which aided the develop- 
ment of the great Florentine school; the second, as laying the 
foundation of a line of bastard Giottesques which sunk to Parri 
Spinelli and the Bicci. 

Giovanni Jacobi® was long an assistant to Taddeo Gaddi,® 
and was probably educated far away from his native place, which, 
in the middle of the fourteenth century, was not remarkable for a 
high standard of education in painting, Gaddi’s recommendation 
to Agnolo that he might take example from the skill of his guardian, 
displays some mi^ving as to the course which the youth seemed 
bent on pursuing. In his earliest efforts, careful and steady, 
Agnolo soon imitated, and ultimately rivalled, the dash of 
peculiar to his father ; and Giovanni da Milano, had his precepts 
been attended to, might have arrested and calmed the headlong 
nature of his style. Giovanni, indeed, though he left the art of 
his time stationary in regard to composition, contributed much to 
its progress in less essential and material parts. He strove earnestly 
to introduce a faithful imitation of the reality, where Taddeo had 
been most inclined to conventionalism and neglect. To the facihty 
of the latter, he opposed careful minuteness of drawing and research 
of form ; thus aiding the development of that grand line of progress 
which was likewise followed up by Giottino and Orcagna. But 
thc«i^ ^Ded, he had not simplicity. Not content with Florentine, 
he studied Sienese examples. Whilst in types he affected the 
teidemeas and formal grace of the latter, in colour he combined 


* Vasasi, vol ii., p. 119 . 

® ^is is ^ name of Oiovaimi da MUano, as is proved by an official 
record, of which more Weaftor. ^ 

* Vasaki, vol. i., p. ! 15 . 
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Florentine lightneas with Sienese warmth. Were the joint works 
of Taddeo and Giovanni, in the Company of the Spirito Santo at 
Arezzo, preserved, a more complete idea might be formed of the 
development of his manner than that which results from contem- 
plating his pictures on panel. These, however, are of great interest, 
because they supply by their undoubted ^nuinences the place of 
records. The earii^t of them is that of the Florence Academy of 
Arts/ an aJtarpieoe removed from the convent of S. Girolamo 
sulla Costa, and inscribed : 

10 GOVANI DA MELANO DEPINSI QUESTA 
TAVOLA I M.CWLXV.^ 

It represents the Dead Saviour supported erect, but visible only to 
the knees, by the Virgin, the Magdalen, and S. John Evangelist. A 
long rigid form, regular in its anatomy, with a face and hands con- 
tracted by suffering, a head with well-proportion^ features, betray 
the realistic tendencies of artist. In the aged features of the 
grieving Virgin a sort of Mantegnesque naturalism is apparent. The 
Magdalen, wailing as she hohis the Redeemer’s left arm, is youthful 
hut vulgar in expression. The careful drawing defines every form 
with accuracy, and reveals a habit of excessive conscientiousness. 
There is a tendency to define the sul^tance of various stuffs in drapery 
and embroidery, and a prying detail in the fold. The art of Giovanni 
is realistic, a step towards the more correct definition of natural forms, 
hut undignified by grand or noble thought. As a colourkt he is not 
to be judged by a work which has been darkened and rubbed down. 

A more vast and important work by Giovanni is an altarpiece, 
now in the Municipal Gallery of Prato. 

It represents the Virgin enthroned* between four saints, with 
prophets in medallions alx>ve — an episode below. Thus, beneath the 
Virgin enthroned is the Annunciation ; beneath, S. Bernard,^ the Vh^n 
approving his doctrine ; and so, the martyrdoms of 8. Catherine by 
the sword, of S. Bartholomew by flaying, and of S. Barnabas at 
stake. Divide from the foregoing, but really forming tl^ base of ti^ 
same altarpiece, are tix compartments,^ reprinting the Krth of 
Cfhrist/ the Adoration of the Shepherds, tiie Presentation in th^ 

1 [No. 131 in Sala Prinm.] 

* See the engraving in Rosini, v<^. fl., p. Hi. 

® The picture net long shMje (18S7), was exposed to every vkiasitode ei 
weather in the hospital of i^iat city. Hidf of the lae®, paari ol tli© 

right hand, are gone ; the red dress is damaged and the bliie mantle lepamted. 
The he€id of the infant Saviour is new, and the nknbtsies regilt. 

^ Ihe white drees of S. Bernard is repainted, as hnH as &ese of Mne three 
oth^ saints. 

® Assigned to a painter of the flftcfsilli century. 

• Parts of this so^ie are obliterated. S. Joo&fdi, as vmml, rite penrive 
on the foregrotmd. 

I. 


Y 
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Temple, Christ on the Mount, the Kiss of Judas, and the Procession 
to Calvary.^ This picture, of which the upper parts have received 
serious damage, is inscribed at the base of the enthroned Virgin : 

EGO JOHANNES DE MEDIOLANO PINXI HOC OPUS 
and beneath the Annunciation : 

PRATE FRANCESCO FECI DEPINGERE QUESTA TAVOLA. 

Long and slender shape, an affected bend, and somewhat forced tender- 
ness of expression, eyes of the small closed kind which become familiar 
in the school of Siena, mark the principal and most of the remaining 
figures of the altarpiece. There is vigour and bold action in some, 
grace in others ; ^ in all, breadth of drapery. In the Annunciation, 
the angel, though graceful, is somewhat affected in action. The head 
of the Vn^n, with its prim bend, its small eyes, is reminiscent of 
Simone Martini’s conceptions of the same kind. Very graceful are 
the small scenes of the pediment, whose ^oups combine the dramatic 
action of a Giottesque with the soft resignation of expression of a 
Sienese artist. The Saviour, carrying His cross and looking round at 
the Virgin in grief, is a reminiscence of a similar scene in the Giottos 
of the iurena at Padua ; but the wail of the mother of Christ is rendered 
with vulgar co€Hi^ness. 

The paLnting as a whole may have been produced later than 
the Piet& at the Florentine Academy, the hands and nude, generally, 
being more studied from nature, more neat and precise. The artist 
betrays an evident intention of defining the different character of 
male and female hands, the latter being thin and pointed in the 
finger, the former coarse at the ends and knotty at the joints. In 
the heads of males great realism is apparent. The drawing is every- 
where most precise and conscientious, and the draperies broad. 
But the pincij^ charm of the picture is the warmth and juicy 
nature of its colour, not only in flesh tints, but in the vestments. 

Another work, evidently by Giovanni, and formerly in the 
church of Ognissanti, is now in the Uffizi at Florence,^ having been 
damaged arwi subjected to a necessary restoring. 

It consists of two fragments respectively comprising two and three 
painted niches, with saints in couples above which medallions contain 
scenes frmn the Creation, partly effaced or damaged ; whilst below 
are chmrs of martyred sdnts and virgins, apostte, patriarchs and 
prophets. 

^ ha the Kiss of Jiwlas, and the Calvary, the paint has in parts fallen out. 

® The executions in the three martyrdoms are all in bold and natural 
action, wiul^ in that of S. Catherme bendis^ form of the saint is very 
graceliii. The head of S. Bernard b^ore the Virgin m fine. 

» [No. 32.] 
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Pine as this work undoubtedly is, because of its colour, piling 
as is the character and individuality of the male heads, the ciyreful- 
ness of the modelling and breadth of draperies, yet is the realistic 
imitation of nature in it already carried too far for the state of 
Florentine art at that time, so that one may notice that want of 
subordination of parts to the whole, which is a fault unknown to 
Giotto. 

But these defects will be found more conspicuous in the frmcoes 
of the Rinuccini Chapel at S. Croce, w^hich, though assigned by 
Vasari to Taddeo Gaddi and his assistants, are evidently by Giovanni 
da Milano.^ 

On the walls are scenes from the liv^ of the Virgin and Saviour. 
In the centre of the ceiling a figure of the Saviour in a relief rcisette, 
in the usual attitude of benediction, alone, and at once reveals the 
hand of Giovanni. The careful style of drawing, the br(md and acmie- 
what round form of head, ending in a pointed b^rd, a peculiar mode 
of detailing the features, coarse, contracted and muscular hanck; 
the mixture, in fact, of Morenfine and Sienese stylm, all point to the 
same concludon. In the diagonak of the ceiling, the four prophets, 
with their serolk,^ one of them with a small ^ad aSectedly bent, 
have all the character proper to the figures of the master, and this 
character is to be found, likewise, in all the fMcoes of the chapel. 
In the Expulsion, where Joachim with his lamb is shoved out of the 
temple by the high priest in the presence of the more favoured Jews, 
there is much movement and great realism in the rendering of details. 
The features and dresses of the females are exactly rendered as they 
may be seen in other pictures of Giovanni. In comhinaticm with a 
certain breadth of composition is a study of the details of drapery 
which afterwards becomes remarkable in Masolino and Masaccio. 
Relief by light and shade is in part attained, and only diminkh^ 
in effect by too marked minuten^ of study. This, the least damaged 
fresco of the series, dkcloses, in fact, the hand of <Mie more capable 
of imparting movement within the limits of nature, and more abk in 
the delineation of the varied forms in the human frame than Ta^eo 
Gaddi. In the meeting of Joachim ai^ Anna, the acti<m is natural 

* Vaulting of entrance ar<^ : SS. Antbony and Ai^new and 

Louis. ^Between them, twdlve half-iength apo^l^ Wisdl to the left of 
entrance, lunette: Joachim’s Expulsion. Two lowe^ emmm: 

Meeting with Anna, Virgin’s BirUi, Presentation, aaad Maniage. WaM to the 
right, limette : the Magdalen Anointiip^ the Saviorerk Feet. Two k^wer 
course : Martha and Mary before Chr^ii, Reenrrwtio® oi LaJEame, “ HoM 
me tangere,” Dream of tiie Merchant of Marseilles. All these frescoes, 
f rctmed, as usual, in painted with cmmem saj^por^ on inllara, 

have been dama^ by time aiKi restorars. 0£ tii© h^er, Ago^hm Verarini 
and G. F. Giarr6 are known to have wcnked in 1136. 

* ® Fainted in niches like an altar{»ece. 
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and spontaneous, the distribution fair, and the draperies graceful.^ 
The Birth of the Virgin is also a good composition of eight figures, 
illustrating an affectionate and natural episoie with realistic truth.^ 
The figures are long, slender, and elegantly draped. The Virgin 
going to the Temple is not unlike the same subject painted by Taddeo 
in the Baronoeili Chapel, but not an exact copy of it ; ^ the Sposalizio 
a confused composition. The Magdalen before Christ washes one of His 
feet, whilst He, pointing to her with His right hand, addresses Simon 
There is sometlnng peculiarly natural in the attitudes of the latter, 
and of the two apostles who have suspended their eating to listen to 
the words of Christ ; and the composition generally is well ordered 
and animated. An equally real scene is that in which, Mary being 
calmly seated at the feet of the Saviour, Martha scolding appears, and, 
pointing with both hands to her kitchen, declares “ that she is cumbered 
about much serving.” The realism of the scene is increased by the 
view of the kitchen, the cook, and the fire in the distance. Reahsm in 
the next compartment takes the proportion of the trivial ; Lazarus is 
dragged out by two disciples ; and a smell, which assails the nostrils 
of the bystanders, is made patent to the spectator by the action of 
some holding their noses.® Wherever the colour has been preserved in 
this series of frescoes, it is lively, powerful, warm, and transparent. The 
flesh is finished with mellow transparent glazes, which serve to fuse 
the parts together. The art of colouring has evidently been technically 
improved by the painter, and this is a quality not visible in these 
frescoes only, but in the pictures of Giovanni da Milano. 

The impression which the paintings of this chapel creates is 
not that which results from the contemplation of a purely Florentine 
work such as that of Taddeo might be. There is something Sienese 
in the warm, yet powerful colour, in the costumes and their orna- 
mental accessories, in the c£u*eful drawing and minute details, in 
the types and movements of the persons represented. But amongst 

^ Hie bacfcgromid, now yellowish, has been repainted. 

* The infant, affectionately held in the arms of the nurse, is tickled on 
the chin by a waiting woman, whilst another female, by the water pan, 
stretches her arms out for the babe. S. Anna ntbs her hands, over which a 
maid pours wate. An attendant stands by. The cover of the bed, the 
yellow dre^ of the nurse, the basin, the dre^es of the two servants at the 
door, are all repainted, and the bacljground damaged. 

® Like the next scene (Spos^izio) much damaged and repainted, particu- 
larly in the backgrounds. 

* The blue mantle and red tunic of the Saviour are repainted. The 
backgroimd of j^ture is dfiunaged. Two attendants wait ; and a third 
goes down the ^eps out^a, to the left. 

* Martha and Mary in vehem^t action stretch forth their hands at the 
end the grave, b^nnd which the Saviour stands. The dreies of the 
Saviour and the women are r^>ainted. 

The NoM me t^ig^re ” is completely repainted ; and so is the dream 
of tiie Merchant of Marseilles. 
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the pure Sienese, no painter possessed so much of Florentine com- 
position, whilst at the same time, the principles and maxims of 
Giotto were better preserved by Taddeo. 

That the Rinuccini Chapel was built late in the fourteenth 
century seems to be admitted. The altarpiece which adorns it is 
by an inferior hand, and has in common with the frescoes the date 
of 1379. It is evident, indeed, that the latter are of a later date 
than the authentic pictures of Giovanni da Milano. In 1366 he 
had finally settled with his family at Florence ; and the record of 
his admission to the freedom of the city, on the 22nd of April of 
that year, is still preserved.^ To him may be assigned the recently 
discovered frescoes of a nun and a knight with their patron saints 
at each side of the Virgin in the cloister of the Carmine at Florence.® 
With some grandeur and nobleness in the figure and attitude, the 
Virgin’s face recalls the Sienese type of Simone Martini. The 
kneeling nun is fine, and the saints full of dignity. The colour, 
where it remains, is warm and pleasing, the draperies broad and 
flowing. 

Another painting which presents many of the characteristics of 
Giovanni da Milano is a lunette fresco above the portal of S. 
of Prato, reprinting the Virgin and Child enthroned between 
S. Dominic and S. Nicholas of Tolentino. The movement of the 
Virgin is given with masterly ease, the colour generally is bright 
and vigorous.® 

^ See the origiaal docuna^t transcribed in (HornaU Siorioo Arckitfi 

To»cani (Flor., Vieusseux, 1858, 8vo), vc^ ii., p. 65. He m there 
Johannes Jacobi de Mediolano. [Giovaimi da Milano was, however, at woHc 
in Rome in 1369 in the Vaticem with the artists called to Rom© by Urban V. 
Cf. Venturi, op. cit.y vol. v., p. 897.] 

® Subject : Virgin ^throned with tlw Infant, the latter extending it« 
hand to an. armed man kneeling in front and presented by S. James, near 
whom S. Anthony. To the right of the Virgin, a km»©iing nmi introduced 
by S. John Evangelist, near whom is a female sdnt with a palm mid cup. 
Tlie fresco is much damaged by time. On the p^ted e<raic© are ams, 
according to Pass^rini, one of the best herddic scholarB m Italy, of the 
Rovarelli, a Florentine family of the fourteenth century. 

® antea, as to pinnacles of the idtarpiece [No. 579 in the Naticmal 
Gallery]. Other fragments or relics in other pla^t are of im- 

portance, and require no further commit. 



CHAPTER XVIII 

GIOTTINO 

Contemporary vdth. Taddeo Gaddi in Florence lived a vast number 
of artists whose labours have remained unkno^vn to posterity. Of 
fourteen masters composing the council of painters at S. Maria del 
Fiore in 1366, two or three in addition to Taddeo and Orcagna have 
names connected with works. If, from the list of members of the 
council, one passes to that of painters allowed to compete for 
designs and models, the number of unknovTi names is surprising. 
Yet paintings without ascertained authors are not less numerous 
than masters without authenticated works. Half the dijQ&culties 
of classifying the productions of Italian art arise from the precipita- 
tion with which early writers connected pictures with names and 
names with pictures, thus creating confusion of styles, of dates, 
and of men. These difficulties become insurmountable when nick- 
names occur, and a new element of doubt is superadded to so many 
others previously existing. Orcagna is kno\\Ta to be the nickname 
of Andrea Cioni, shortened from Arcagnolo.” No success has 
yet attended the effort to trace the real name of Giottino. Ghiberti 
in one of his commentaries^ affirms that Maso,^ the disciple of 
Giotto, painted a chapel in S. Agostino at Florence (later S. Spirito), 
a space above the portal of the same church, and a tabernacle on 
the square before it. In the church of S. Croce, he decorated the 
chapel of S. Silvestro with scenes from the life of that saint and 
from that of the Emperor Constantine. Vasari, writing many 
years later, assigns the whole of these works to “ Tommaso di 
Stefano called Giottino,® bom in 1324, and a pupil of his father 
Stefano.” Having thus affirmed that Tommaso is the son of 

1 Ghiberti, Com, 2, in Vasari, vol. i., p. xxi. 

* [Vasari nnd^ th© name of Giottino really includes at least three 
persons : the Maso mentioned by Ghiberti — Maso di Banco, that is — working 
from 1320-1352; Giotto di Maestro Stefano, who was in Florence in 1363 
aiKi in Borne in 1360; and Tommaso di Stefano the architect. Cf, Venturi, 
op. ctt, V., p. 461, note 1 and 405. Cf, also Suida, Stitdien zur Trecento 
MaUrei. JL in Reperkfrimn fur K,^ xxviL] 

® Vasari, voL ii, p. 140. 
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Stefano, he adds : some believed he was the son of Giotto, which 
is not true, it being certain, or rather generally believed (for in such 
matters who shall ever dare to affirm) that he was the son of the 
painter Stefano Fiorentino.’’ Without, for the present, attempting 
to fathom the contradictions of Vasari, who a little further adds 
that Giottino “ was more perfect than his master Giotto,” it is b^t 
to pass at once to the consideration of the only work which remains 
of those assigned by Ghiberti to Maso and by Vasari to Tommaso 
called Giottino. This work is the seri^ of frescoes which decorat^^ 
the chapel of S. Silvestro in S. Croce at Florence. They represent 
the miracles of S. Silvester as related in the Golden Legend. It is 
affirmed there : 

'' That, the Emperor Constantine being afflicted with a sore leprosy, 
three thousand boys were brought together for slaughter, that a bath 
of their warm blood might assist in curing him. Moved, however, 
by the wails of the mothers, and in this of more tender fmme than 
Herod, he declared him^lf ready to die rather than be cured by such 
means. In the night, S. Peter and S. Paul appeared to the Emperor 
telling him that they were sent by the Lord Jesus Christ to reward 
him for his holy horror of human blood, and to inform him that if he 
were bathed in water by Sylvester, Bishop of Rome, he should be 
cured of his leprosy. Sylvester, who had prudently retired from Rome 
for fear of persecution, returned thither at Constantine’s desire, and, 
being told by the Emperor that he had seen two gods in a dream, replied 
that those he had seen must be the aposttes Peter and Paul. Of this 
Constantine was convinced when Syiv^ter showed him pcsrtraits of 
the apostles, and he then consent^ to be baptis^.^ Helen con- 
gratulated Constantine on having surrendered idoklary, but regretted 
that he should have become a convert to the religion of Christ. Con- 
stantine agreed to allow that a dispute should take place between 
Sylvester and one hundred and rixty-one Jewkh doctors, before him- 
self and two judges, Craton and Zenophilus. Ail were wnverfced to 
Sylvester’s opinion except Zambri, who, to prove tire of the 

God of the Jews, ordered a wild bull to be brought in, and kiUed him 
by whispering in his ear. Sylv^ter triumphed over the Jew by re- 
storing the bull to life in the name of the Lorn J^us Christ, ami finally 
ensured the triumph of Christianity by sealing the lips of a 
who with his breath had already MIW upwards of three hmmmd 
persons daily. Further he restor^ to Kle two magi who had perid^ 
in the vicinity of the monster.” 

The principal incidents of tiiis l^end vmo painted cm tihe walk 

^ The bath in which Constantine was cmed vd his ieproi^ was ^ ; 

3Xkd it was a charge against ti^t he had used it. lia 

legend was believed till mneh lator. 
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of the chapel : the last, in which Sylvester seals the hps of the 
monster, being the finest of the series. All, however, are well 
arranged, and explain their subject. The movements are animated 
and the heads not without individuahty. The great laws of 
composition are admirably maintained in the final miracle, where 
the groups and incidents are bound together with a perfect sense 
of miity. The landscape of houses and ruins, suited to the scene, 
and to the distribution of the space, displays that freedom from 
conventionalism or artifice which is so pleasing a feature in 
Giotto’s frescoes. Nothing can be more forcibly rendered than 
the action of Sylvester, who, with dignified repose and fearless- 
ness, seals the mouth of the monster ; nothing more natural 
than the expression in the eyes of the friar holding his nose to 
exclude the smell. Tlie art is here, it is true, pushed on in the 
path of realism. Still the form and the action, if not conceived 
from a high and noble point of view, are true and decorous. The 
draperies are broad in their sweep, the drawing firm. Form and 
detail are studied, without detriment to the mass, and in the 
draperies, in joints and articulations, and even in more minute 
particulars, the neglect common to so many Giottesques even at 
the end of the fourteenth century, is not too apparent. Naturalism 
is carried much further than it was by Giotto, quite as far as it was 
by Giovanni da Milano ; but, by its side, the great laws of com- 
position are preserved; and in this the painter shows himself 
purely Florentine. He gave an impulse to Giottesque art without 
any pedantry of imitation, and possessed the motive principles 
which must regulate its progress. He coloured his pictures with 
warm but still clear tones, using them with a full brush and broadly 
modelling the parts, yet giving their due share of importance and 
finish to details.! If Vasari meant that this painter inherited the 
spirit of Giotto, he was right. The rest of the paintings in the 
chapel are much damaged.^ 

^ Tho intonaco has in many places fallen out. 

* On the wan oppodte the foregoing are traces in a lunette of the wailing 
TOt^rs before Constantine, who sits in a chariot. To the right, the vision 
of SS. Faul and Peter, Constantine crying out in his sleep, tended bv two 
^ the bed foot (aU but obliterated), whilst a servant outside looks 
m inquiringly. Beneatii this, m a recess, the Saviour on the tomb (repainted) 
^tii two samte in the vaulting and two prophets in side medaUions. Bemeath 
the foes^ of the wading mothers is a stone monument to Bettino de’ Bardi, 
on tfe top of which IS p^ted the kr^eMng figure of that person in prayer 
look^ up to ^ Saviour, above him, in a red mantle carried to 
ange^ ^mfre&c^ has suffered murii from damp. Of the angels, two sound 
tramps ^ foOT bear febe emHems of the Passion. They are weighty in 
form and prood m bearing. In ttie vaulting of the recess, in which the tomb 
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Similar character and style, technical execution, drawing and 
colour, reveal the same manner in the crypt chapel or funeral vault 
of the Strozzi beneath the Cappellone degli Spa^uoli in S. Maria 
Novella,^ where an inscription, carved on a slab, runs as follows : 

nOM. BENEDICT! PETRI ET BENEDICTI CARROCII DE STROZZIS, 

ET DESCENDENTIUM. 

In the Crucifixion,* the Saviour, in feature like one in glory in 
the Cappella S. Silv^tro is no longer grand and imposing like that 
of Giotto, but shows an effort at greater realism in the research of 
nude forms. Amongst the principal figures, one old and bearded, 
behind the Virgin, the second from the left, is full of character. 
On the wall to the left of the entrance is a powerful composition 
representing the Virgin in Adoration ® before the infant Saviour/ 
where a curious realism may be noticed in the action of one of the 
shepherds who holds back a biarking dog. The painter might, 
indeed, well d^rve for this the nickname of ape of nature ” 
which Vasari applies to Stefano Fiorentino. This is no Giott-^ue 
composition, yet it is w’ell ordered and distributed. The features 
of the Virgin are not without softm^ and feeling. A pensive 
gravity marks S. Joseph, w’hose head is Giottesque in type and 
pow’^erfuUy rendered. The angels, though grateful and slender, 
have still something more than usually masculine about them, and 
he w’ho announce the advent td the Saviour to the shepherds 
is somew^hat in Taddeo Gaddi’s manner. Here as at S. Silvestro is 
the art of one combining Giottesque qualities with a technical 
advance equal to that which marked the work GiovmnJ da 
Milano, and therefore of one apparently living in the seccmd half 

and frescso are placed, are two propheta aiid med^iona of mmU. Above, 
two medallions with figures. In tlio third side ol the chapel pierced by a 
window, are figures, to the right, of S. Zanobi and a miich darnaged, 

to the left, of S. Homolus well preserved, aiid a bishop. The frescoes of ^ 
last-mentioned sides are damaged by time, damp, and repainting. 

^ This crjrpt-chapel is not to be <xmfounded with tiie ehia^pcd of the Sferoari 
in the same church, decorated by Ckcagna. 

® Lunette fresco facing the enkaiwie, whea^, as the 

gra^ the foot of the Cross, tl^ Virgin faints m th© arraws of the Marias, 
soldim and priests stand aroiind, aiwi ang^ wail ^x«it the priari^ %iir©. 
W'here the colour has fallen the CMrigsnal pr^xain^te ei ^ 

appears. In the four secOoi^ of the ceilr^g. four prc^iets. oi 

entrance, the four EvM^^isfes between S, aJM ano^b^ saint. 

® The Virgin’s dress is sealed away, 

^ In a ^led wi^ S. Joseph mtting to the ri^i, the ox md tim mm kt a 
comer, and a choir of angefc about. Three c^atiai meesimgeca fly above 
the sh^ one of wi^m announces to the m ^ distance to ^le left. 
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of the fourteenth century.^ Yet even this may not be afi&rmed 
with too great certainty, because it is possible to point out yet 
another work having the same characteristics, the subject of which 
would lead the student to believe that it must have been produced 
before 1350. This work is a fresco on the staircase of the present 
Accademia Filarmonica, in the Via del Diluvio at Florence, a 
building called the Stinche Vecchie, in olden times. Here is 
aUegorically represented the expulsion of Walter of Brienne, Duke 
of Athens, on the day of the feast of S. Anna. 

His empty throne stands on the right side of the picture. He 
has just been expelled from it by a figure holding a column, hovering 
in the air, and threatening him with a dart. He flies away, treading 
on the prostrate symbols of justice and law, figured by a pair of scales, 
a book, a broken banner, and a sword on the ground ; and he holds 
tenderly in his arms a monster emblematic of treason, with a human 
head hoary with age, and a tail hke that of a lobster.^ In the centre 
of the fresco, S. Anna, enthroned under the guardianship of two 
angels, points to, or rather touches with her left hand, the towers of 
the old palace of the tyrant,^ and presents to the new guardians of 
the security of Florence the banner of the city. These kneel in 
armour and sword in hand, and seem to do homage. 

It may not be necessary to take for granted that this damaged 
fresco was executed in 1343, the date of Walter de Brienne^s expul- 
sion, particularly as the character of the paintings would point 
to a later time. It is certainly not to be confounded with that 
which, according to Vasari, was commissioned of Giottino for 
the Palace of the Podesta, where shapeless vestiges still remain 
of portraits of the Duke of Athens, and his minions, Cerettieri 
Visdomini, Meliadusse, and Ranieri di 8. Gimignano, with the 
mitres of justice on their heads ; ^ nor is it easy to conceive how 
these portaraits or the fresco at the Stinche should have been pro- 
duced in 1343 by one who at that time, if Vasari’s chronology be 
correct, was but nineteen years of age.® But, setting aside again 
for a time the question of authorship, the same hand as that which 

^ Amongst the painters of the time whose names present themselves as 
capalfe of having executed the frescoes of this chapel, we may mention 
Bernardo of Floimce, respecting vhom see poetea, 

® This symbol may be seen in the figure of Treason in a fresco by 
Amb^ogio Lor^ozetti in the Palazzo of Siena. 

* The fresco is, indeed, highly interesting as it gives an exact representa- 
tion of the Palazzo Vecdiio as it stood in the middle of the fourteenth century. 

* Vasabi, vol. iL, p. 142. 

* Being bom, according to Vasari, in 1S24. Vasabi, voL ii., p. 140. 
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seems to have produced the frescoes at the Cappella S. Silvestro 
in S. Croce, and the Cappella Strozzi in the crypt of S. Maria Novella, 
executed the Pieta, formerly in S. Romeo, and now in the Uffizi at 
Florence.^ 

Here the Saviour lies on His winding-sheet on the ground. In rear 
of the body the Virgin raises the head, whilst one of the Maries kisses 
the right hand, and, leaning over her, the Evangelist looks on in grief. 
A female saint, melancholy and pensive, sits on the right foreground 
near the Saviour’s head, and another of the Maries kisses the left hand 
of the corpse. At the Redeemer’s feet, the Magdalen kneels, with two 
females to her left, the iGbrst of whom is protected by the hand of 
S. Benedict placed on her head, the second by S. Zenobius with his 
crozier in similar action. On the gold ground is the Cross. 

Composed entirely in the Giottesque manner, the picture is 
fine; the Saviour is youthful, w^ell formed, and simply rendered. 
It is a genuine piece of Giottesque nude. Great feeling and passion 
mark the attitude and action of the Maries. In the Virgin, how- 
ever, intense grief is expressed with some realism. In the manner 
of introducing the patronesses and their guardian saints the artist 
ably overcame a great difficulty, and succeeded in satisfying at 
once the demands of his employers and the laws of composition. 
The forms, modelled and drawn as in the examples previously 
noticed, show the progress of one advanced in the study of nature, 
seeking to reproduce minute details in flesh, in draperies, in articu- 
lations, and other minutiae. This tendency almost becomes trivial 
and vulgar in the figure of the Evangehst. The colour, though 
altered and deprived of its freshness, is still w^arm and powerful, 
and is handled with a profusion of vehicle. Here are many of the 
quahties of Giovanni da Milano, with greater force of expression 
than he possessed, and mote talent in composition.^ The question 
wffiich puzzles the inquirer is, how to reconcile the fact that all 
these works at S. Croce, S. Maria Novella, the Stinche, and the 
Uffizi, are of the latter half of the century, with Vasari’s statement, 
that Giottino, called Tommaso, was bom in 1324 of Stefano Pioren- 
tino and died in 1357.^ Ghiberti calls the painter of the Sylvester 

^ Vasabi, vol. ii., p. 144. This pictoe was in the sacristy of S. Romeo 
in the time of Richa. See Okieee Fwr., vol. i., p. 258, [Now No. 27, Uffizi 
G€fcllery. Probably the work of Maso di Banco. It was brought to the 
Gallery from S. Remigio in 1842.] 

2 Baron v. Rttmohr assigns this picture to Piero Chelini, a painter of 
the fifteenth century. See Forschungen^ vol. ii., p. 172. 

® Vasari, voL ii., p. 144, 
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Chapel Maso, and gives no statement as to his birth or age. Del 
Migliore, in his MS. comments to Vasari, notes the existence in 1344 
of one Tomas pictor, j&lius Dominici, populi Sancte Marie Novelle, 
afterwards (1379) in the guild of painters.” ^ But Tomas, the son 
of Dominic, would be a different person from Tommaso, the son 
of Stefano. In no record, however, can the latter name be found. 
The register of Florentine painters does contain that of one Giotto 
di Maestro Stefano under the date of 1368,^ and it is evident that 
the artist so-called would be much better entitled to the by-name 
of Giottino than one who should have been baptized as Tommaso. 
Of this Giotto, Bonaini very reasonably thinks he has found a trace 
in a record of 1369, wherein it is noted that “ the painter Giotto 
receives seventy livres for two caskets presented to Margaret, the 
wife of the Doge deU’ Agnello de’ Conti at Pisa.” ® It has been 
assumed that Giottino’s real jaame was Giotto di Maestro Sfefano ; 
and as this painter lived in the latter half of the century he may 
be the author of the frescoes described in the foregoing pages. 
But the difficulty which attends the history of Giottino does not 
end here. Amongst the works assigned by common consent to 
him are the frescoes of the Cappella del Sacramento at the end 
of the south transept in the Lower Church of Assisi. Vasari, it 
is true, does not mention them, but he says that Giottino painted 
in an arch above the pulpit, in the Lower Church of Assisi, the 
Coronation of the Virgin in the midst of a choir of angels, and, 
about the arch, scenes from the life of S. Nicholas, there being no 
room left to paint on in any other part of the church.^ The 
Coronation of the Virgin may be seen in the place mentioned by 
Vasari, partly obliterated and partly damaged. The remains 
would justify the assertion that the fresco was finely and warmly 
coloured by a painter of the first half of the fourteenth century. 
At the sides of the arch there are, however, no scenes from the life 
of S. Nicholas, The Crucified Saviour is there, with the Virgin in 
grimacing grief, and S. John in a violent attitude at the sides of 
the Cross. The Redeemer is a coarse figure, but still Giottesque 
in type and form. Two remaining scenes are taken from the 
martyrdom of S. Stanislas of Cracow ; but, besides being of a 
different period from the Florentine works assigned to Giottino, and 
of a different hand, they are vastly inferior to the frescoes of the 

1 Noie to Vasabi, voL ii., p. 140; and GuAnANDi, M mp., Sor. vi., p. 1R8. 

* GuATAHm, mip.t p. 162 . 

® Bonaini, tdd NdUz,, p. 63. 

* Vasam, voL ii, p. 143. 
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Cappella del Sacramento, which is really decorated with those 
scenes from the life of S. Nicholas which may be sought in vain 
where Vasari describes them.^ Many of these frescoes are, how- 
ever, gone altogether, and the foUowing is all that remains to be 
described : 

S. Nicholas, hearing that a consul had been bribed to put three 
innocent youths to death, appears on the place of execution, where he 
finds the patients kneeling with their arms bound, and arrests the 
hand of the executioner as he is about to strike off the head of one 
of them. Constantine, having sent out three generals, Nepotian, 
Ursus, and Apilio, to a distant expedition, causes them, on their return, 
to be arrested for treason. But S. Nicholas appears in a dream before 
Constantine, who sleeps by the side of his prisoners, enclosed in a cage, 
and calls upon him to release them. These are the first frescoes on 
the left wall. In the lunette, on that side, is an episode relative to a 
posthumous miracle of the saint. 

Nicholas is at once the patron of thieves and the protector of 
property. A Jew hearing that no thieves ever robbed houses under 
S. Nicholas’ protection, ordered a statue of him to be placed in his 
room, and was nevertheless plundered of everything he possessed. 
In his rage, he took a large stick, and with it administered a beating 
to the useless image. S. Nicholas so keenly felt this outrage that he 
appeared to the thieves, and induced them to restore what they had 
stolen. The painter here represented the Jew thrashing the figure 
of S. Nicholas with a whip. S. Nicholas is also the protector of maiden 
virtue ; and one of the first acts that brought him renown was his 
secretly throwing gold into the room of a neighbour whose poverty 
would have induced him to sacrifice the honour of his three daughters.^ 
He was depicted in the waU of the chapel, to the right of the entrance, 
standing on the threshold of a room where three females and their 
father all lie in sleep, a curious and probably real picture of humble 
life in the fourteenth century. Lower down, on the same wall, 
S. Nicholas may be seen pardoning the consul at the intercession of 
the three youths whose lives he had ordered to be taken. In the next 
lunette the saint restores to hfe a child enticed from home and killed 
by an evil spirit. Beneath this, again, S. Nicholas snatches away 
from before a king a captive youth, and restores him to his parents. 
The saint flies downwards and catches the youth by the head. The 
latter is in the act of handing a cup to the king, seated on a throne. 

^ In the old ex-chapter, as one issues from the church, where a door 
leads to the room, celebrated as being that in which S. Giuseppe da Copertino 
died, are, on a wall, frescoes, now restored, of a Crucifixion with figures of 
SS. Paul, Peter, Louis, and Anthony of Padua, and at the foot of the Cross, 
S. Francis. Six angels hover about the Cross. In the arch, traces of saints 
appear. These paintings, much damaged by restoring are like those above 
the pulpit in the body of the Lower Church of Assisi. 

® Purgatorio, xx., v. 30, sings the praise of Kicholas for this. 
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To the left, the child stands before two persons, seated at a table. 
Beneath this, again, a youth who had been drowned as he drew water 
in a cup originally intended as a present to the altar of S. Nicholas, 
is restored to Ms parents by the saint. In the side pierced by the 
arch of the entrance, above the lowest course in wMch nine out of 
twelve standing apostles are still visible, ^ S. Mary Magdalen stands in 
prayer to the left ; and S. John the Baptist, to the right, points to a 
figure of the Saviour in a niche in the lunette. At Ms sides S. Francis 
holds by the hand a kneeling cardinal in episcopal dress, beneath 
whom the arms of the Orsini are depicted, and S. Nicholas holds by 
the hand a monk in white dress upon which the arms of the Orsini are 
embroidered. Beneath the first of these groups is the word ‘‘ Car- 
dinalis and below the second, “ Dns JohSs Gaetanus frater ejus.” ^ 


Vasari declares ^ that Agnolo of Siena erected a chapel and a 
tomb of marble at Assisi to the brother of Cardinal Napoleon Orsini, 
w'ho, being a cardinal also and a Franciscan, died there.^ The 
latest record which has been preserved of Agnolo of Siena is dated 
1349.5 Napoleon Orsini was one of Boniface VIII.’s cardinals, 
and died in 1347 at Avignon. His brother Giovanni Orsini 
received the hat in 1321 from John XXI., and died at Avignon in 
1339.® The Chapel del Sacramento was built for the mortal remains 
of members of the Orsini family ; and it is obvious that the paint- 
ii^ which now adorn it were painted for, or in commemoration of. 


^ Three on the wall to the left axe obliterated. 

* All that remains of two long inscriptions. 

^ Vasari, voL ii., p. 9. 

* [According to FBATTiKr, op. cU., pp, 92, 94, the two Cardinals Orsini, 
Gian Giordano and Napoleone built each a chapel in the Lower Church one at 
the head of the north, and the other at the head of the south transept, circa 
1310. (>rt«unly the authors are wrong when they say that Napoleone was 
one of Boniface VIII.’s cardinals, and that he died in Avignon in 1347 
Napoleone received the hat from his uncle Nicholas IV., and he died in 1342* 
He was in Italy, however (Mubatori, an ann.) in 1308, and it might seem 
that it was then he built this chapel of S. Niccol6 ; and may well have had it 

too. Qaochoki says, and Savio (Le Tre Famiglie Orsini. in 
I vol. ii., Perugia, 1896), pp. 89, 90, agrees, that 

Giovanni Gaetano Oram was created cardinal-deacon of S. Teodoro in 1316. 
He IS mprescaitod in this chapel without the hat; therefore it might seem 
that the frescoes must have been painted before that date. No credence 
neM be ^v^ to Vasan when he asserts that “ Giottino ” was bom in 1324 • 
w n ^ would seem that he cannot have painted the frescoes here" 

We shaU pro^bly never know who did paint them, but on all accounts it 

^^DocmnenH deW Arte Sanese. by Gaetano Mteanesi, vbi swp.. vol i . 

P. ^ 

who affir^ ^Gaetano died at Avignon in 1355. Eioha relates 

Benedictines of 

Florence to be rebnOt m 1330 (voL i. of Ohiese Ficr,. p. 196). 
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Napoleon and Gaetano, whose remains were no doubt transferred, 
as was usual, from Avignon to Italy. There is no certainty as to 
the date of the paintings of the chapel, but the style points to the 
first half of the century as the period of their execution. One 
may say generally of them that they 'are fine, well ordered, and 
animated compositions, and that they exhibit considerable power 
in the rendering of movement and action. Artists of the earlier 
part of the fourteenth century seldom imparted more life to their 
incidents than may be observed in the groups formed by the saint 
presenting to the delighted parents the child who had been drowned. 
Paternal affection overflows in the figure and face of the father, 
who, as he sits at the table, embraces his son. A longing to grasp 
him to her bosom appears in that of the mother with outstretched 
arms ; trust in that of the person who points with a finger to heaven. 
The dog barks and capers with joy at sight of the lost regained, and 
the saint himseK is admirable in repose as he presents the boy. 
Ease of movement may be found in the figure of S. Nicholas, flying 
down to rescue the young captive, great energy in his action where 
he stops the arm of the executioner. Variety of expression, noble 
forms and features, mark the faces of the youths interceding for 
the consul. The apostles of the lower course are, after those of 
Giotto in the altarpiece of Rome, the most admirable that were 
produced in the early times of the revival, exhibiting that gravity, 
repose, and individuality of character which are essential to effect 
in such representations. In the vaulting of the axches are figures 
of male and female saints with fresh and attractive faces, noble in 
shape and stature, finely and broadly draped, and executed with 
great intelligence of form. Great feeling, too, is shown for the 
rotundity resulting from the proper juxtaposition of light and 
shade. Hands, feet, carefully drawn, though not more minutely 
detailed than was usual at this time, reveal a pupil of Giotto ; but 
there is a tendency to display the human features in comparatively 
small proportions, and to lavish minute care on embroideries. The 
colour is light and clear, rosy and well fused, and transparent in 
shadow.^ No painter ever ^owed himself at once a better or a 
closer imitator of Giotto. Not even Taddeo Gaddi exhibited so 
completely his great laws of composition, nor did any pupil of 
Giotto so thoroughly preserve his great qualities ; yet, at the same 

1 One may point to the figure of the Saviour before S. Jolm as grand in 
the regularity of its forms. The lights of some draperies are touched in gold, 
as for instance in the figure of S. Peter. 
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time, display symptoms of progress within the bounds of the truth 
and of nature as they were defined by the great Florentine. The 
frescoes of the Cappella del Sacramento, at Assisi, do more honour 
to the school of Giotto than any that were produced at the same 
period — that is, in the first half of the fourteenth century. But 
the frescoes inside the chapel are not more remarkable than those 
which decorate the outer face of the wall in which the entrance arch 
is pierced. These frescoes are, indeed, close to those of Giotto and 
difier slightly from them ; but they also differ slightly from those 
illustrating the life of S. Nicholas so that it is difficult to say whether 
they are by the same hand. They are, however, of a later date 
than the frescoes by Giotto, and are executed in a style not dis- 
similar from those inside the Chapel del Sacramento. They repre- 
sent, on one side of the arch, the death of a child by the fall of a 
house, and his resurrection at the intercession of S. Francis.^ On 
the opposite side of the arch is the resurrection of the child,^ a very 
fine composition, in part damaged and discoloured, but very 
animated. The medallion prophets in the painted ornament are 
different from those of the other frescoes in the transept. Above 
these two scenes is a splendid Annunciation, with a majestic figure 
of Gabriel, and a Virgin erect and shrinking back in surprise, but 
matronly and well folded in her blue mantle. The draperies have 
the breadth of those in the apostles of the chapel. The head of the 
announcing angel is round and pleasant. Puccio Capanna is, 
according to some writers, the painter of the Annunciation ; but 
who can pretend to affirm this mth any certainty ? A Madonna 
amongst saints,® in style much resembhng these frescoes, perhaps 
feebler, adorns the Medici Chapel in S. Croce at Florence. Of the 
saints, Bartholomew is especially fine. In S. Chiara of Assisi, an 

^ In. first of these scenes, the ruins of a house may be seen in the 
distance to the left, and on the foreground a man, almost turning his back 
to the spectator, holds the corpse of the child, which the mother in an agony 
of grief stoo|» to kiss. Behind her, a female wrings her hands, another 
tears her hair, a third lacerates her cheeks with her nails, and more to the 
right are other female epectators. On the extreme left, a man stands in 
p3K)file, to whom tradition gives the name of Giotto, Vasari having stated in 
a general way, that in the sides of this portion of the church a portrait of 
Giotto existed. Vasabi, vol. i., p. 317. 

* S. Francis in flight appears in the upper story of a house where he 
lay, and may be observed to rise in bed. A youth runs down a flight of outer 
steps to make the miracle known, whilst in front of the house, a tressel lies 
ready for the body. The clergy has arrived and a crowd waits to follow 
the 

* ^ lolm the Baptist, Bartholomew, Peter, and other saints. In 

the n^daflions of the nieh^ are prophets. 



GIOTTINO 


353 


edifice which owed much of its internal decoration to Giottino^^ 
some vestiges of the art of the fourteenth century are preserved. 
The figures in the ceihng of the transept ^ seem, however, to have 
been painted there by an artist of the fourteenth century, but of 
much lower powers than he who executed the Chapel del Sacra- 
mento. Vasari only affirms that Giottino painted scenes from the 
life of S. Chiara in the church of that name. Traces of such subjects 
have lately been recovered from whitewash in the sides of the right 
transept, as well as remains of incidents from the life of the Saviour ; ^ 
but the remnant so recovered seems to have been originally of very 
small value. Besides these frescoes or fragments of frescoes in 
S. Chiara, a Crucifixion (altarpiece) of the fourteenth century is 
also preserved, which, though some resemblance may be traced 
in it to other third-rate paintings at Pistoia, one may still hesitate 
to ascribe, as has been done, to Puccio Capanna. Even in the 
private church of the convent of S. Chiara, whose frescoes have that 
species of renown which generally attaches to carefully guarded 
treasures, the scenes of the Passion, painted on the walls, are of a 
low order, the least defective of which, a Deposition from the Cross, ^ 
is painted in a soft method of colour.® A diligent search throughout 
the convents of Assisi produces no further result ; their walls being 
in every instance carefully whitewashed.^ That the works of two 
or more painters are concealed under the name of Giottino has been 
showm ; but, with the knowledge at present attainable, all that 
can be done is to classify the frescoes and paintings according to 


^ Vasabi, vol. ii., p. 143, 

* SS. Agnes, Monica, Catherine, Mary, Chiara, Cecilia, Lucy guarded by 
angels, in the space diagonally divided. 

® The Flight into Egypt and Massaere of the Innocents, f6r instance, 
which had not been whitewashed when Riimohr wrote at the beginning of 
this century. He notices them for the purpose of showing that in the 
fourteenth century no one objected to seeing the acts of S. Chiara compared 
to those of the Virgin. This is truer than the artistic opinion that these 
frescoes are like others assigned to Giottino. Forschungeuy vol. ii., note to p. 2 1 3. 

* Above winch are S. Chiara, a monk, the Virgin and Child, B. Francis, 
and another saint. 

® In the same chapel a miraculous Crucifix is preserved, which certainly 
dates as far back as the tenth century. 

® The following is a list of works mentioned by Vasari, which have since 
perished^ — ^at S. Stefano al Ponte Vecchio, at the Frate Ermini, SS. Spirito, 
Pancrazio, Gallo, Lorenzo da Ginocchi, in S. Maria Novella, Ognissanti, 
Convent alle Campore, Ponte a Romiti in Valdamo, all in and about Florence ; 
at Rome in the Lateran, in Casa Orsini {? which of them) at Araceli, at Assisi, 
above the gate leading to the Duomo- Vasari also assigns to Giottino a 
marble statue on the campanile of S. Maria del Fiore, which stiU exists and 
has the Giottesque character of a follower of Andrea Pisano. Vide Vasari, 
vol. ii., pp. 140 to 144. 

I. 
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style and technical execution. Time may bring some records to 
light and facilitate the studies of later historians. The clue which 
might be given by the works of Giottino’s pupils is wanting ; of 
Giovanni dal Ponte and Lippo, whose hves are written by Vasari, 
not a single picture or fresco remains. Of Giovaiyii Tossicani 
d’ Arezzo no works have been preserved ; but it is characteristic 
of Vasari that he makes that artist, a pupil of Giottino, born in 
1324, the author of an Annunciation executed at Arezzo for the 
Countess Giovanna Tarlati about the year 1335.^ If, however, 
Giovanni Tossicani mentioned by Vasari be the same who appears 
in the register of Florentine painters under the name of Giovanni 
di Francesco Toschani, Vasari erred to the amount of a century 
in his dates. The painter of that name was registered in the 
corporation in 1424, and in 1427-30 made the usual returns of his 
income to the Catasto of Florence. He died May 2, 1430, and was 
buried in S. Maria del Fiore.^ As for Michelino it is not possible 
to say which of the painters of that name Vasari specially alludes to. 

^ Vasaki, vol, ii., p- 145. 

® Qwrnctle Siorico degli Archivi Toscani^ uhi sup., 18 GO, p. 15; and 
Guaxandi, ubi sup., Ser. vL, p. 182. 



CHAPTER XIX 


ANDREA ORCAGNA 

Not the least important or numerous class of artists in the four- 
teenth century were the goldsmiths, whose costly and beautiful 
works adorned alike the altars of churches, the treasure chambers 
of princes, and the plate chests of Avealthy citizens. It is unfor- 
tunately in the nature of things that gold and silver carving or 
chasing should be difficult to preserve. An extensive system of 
credit made the Florentines bankers to the majority of European 
princes ; but at Florence, as in every other part of the Continent, 
the quantity of the precious metals in circulation was frequently 
out of proportion with the demand. It is characteristic, indeed, 
of all great enterprises in the fourteenth, as in later centuries, that 
they were undertaken with totally inadequate means ; and the 
pa^vning of jewellery and plate was one of the commonest resources 
of princes. An unsuccessful campaign, a battle lost, or an expedi- 
tion in prospect, were frequently decisive as to the existence of 
valuable gold and silver work ; and whilst the knight, when inclined 
or forced to pay, exchanged the commodity which he required for 
a link wrenched from a costly chain, the sovereign or duke, the 
chiefs of a republic, melted cups and candelabra, statues and images, 
to satisfy their wants. Thus it is that so few specimens of the gold- 
smith’s art have been preserved, and that nothing more remains to 
represent the genius of the Florentine goldsmith Cione than the 
silver altar-table of the Baptistery of S. Giovanni.^ Commenced, 
as is proved by the inscription, in 1366, it was finished at divers 
times by men of various talent and renown.^ C^one, who had a 
share in it, was the father of a numerous family, whose members 
distinguished themselves as areliitects, sculptors, and painters, 
being the progenitor of Bernardo, Andrea, Ristoro, Jacopo, and 

^ Vasari, vol. ii., p. 11. [Cione the goldsmith seems never to have 
existed. Bernardo should be Nardo or ^Leonardo.] 

® Cione is not, as Vasari affirms (vol. ii., p. 11), the author of the silver 
head of S. Zenobio in the cathedral of Florence. The artist was Andrea 
Arditi. 


355 



356 


HISTORY OF PAINTING IN ITALY 


Matteo, the majority of whom have a claim to the admiration of 
posterity. Bernardo, of the Grocers’ Corporation in 1358 and 
registered in the Guild of Florentine Painters in 1364, is said by 
Yasari to have been the oldest member of the family, and to have 
contributed in a great measure to the fame of his brother Andrea.^ 
Ristoro is known as caput magister in the Uffizio del Fuoco at 
Florence during the great plague, ^ as of the “ Signori ” in 1364, 
70-76, and 88,® and as one of the Uffiziali della Guerra in 1369.^ 
Jacopo was a sculptor who worked from the models of his brother 
Andrea ; and all that has been preserved regarding him is, that 
he erected the tower and gate of S. Piero Gattolini and executed a 
model of a horse which, after being gilt, was placed in S. Maria del 
Fiore above the gate leading to the Company of S. Zanobi.^ Jacopo 
took the freedom of the Guild of Florentine Painters in 1387.® 
Matteo, often companion to Andrea, as at Orvieto, was professionally 
an architect-'^ 

The most eminent of the sons of Gone was, however, Andrea, 
kno-wn in his lifetime as TArcagnolo, and celebrated later under 
the corrupted name of Orcagna.® 

Andrea had neither seen nor known Giotto, yet carried out his 
maxims better than any of the immediate followers of the great 
Florentine. At once a painter, a sculptor, and an architect, he 
was endowed with a genius of power and fibre similar to that which 
marked Giotto and Michael Angelo. His was a mind of wonderful 
scantling, of that tough and durable material which is rarely found 
more than once in a century — one which, by the very nature of its 
being, exercises a striking influence on its contemporaries, and gives 
a bias to all that comes in contact with it. Orcagna not only 
understood and grasped the great maxims and laws of Giotto, but 
he combined, hke that great master, all the essentials which unite 
to make an art progress. He lived at a time when the Gaddi and 
others had debased the standard which their master had raised. 

1 Vasari, vol. ii., p. 123. He is registered as Nardo Cioni in the Guild 
of Painters at Florence in 1364. GuAiiANDi, libi Ser. vi., p. 186. 

^ In 1350. See Gave, vbi aup.^ vol. i., p. 500. 

® Note to Vasari, vol. ii., p. 122. 

* Gave, vhi &up., vol. i., p. 523. In 1366 (Gave, ubi sup,, vol. i., p. 517) 
he values certain buildings purchased to erect the barbican of the gate of 
S. Frediano at Florence. 

® This horse is in a magiizine of the cathedral. Annot. to Vasari, vol ii 
p. 136. ' * ’’ 

* OxJAEANDi, tibi 8up„ Ser. vi., p. 184, 

^ See postea. 

^ [Andrea was bom about 1308.] 
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Placing himself on the vantage ground which Giotto had occupied, 
and keeping within those limits of truth and of nature which were 
necessary, Orcagna restored the art to its simplicity and grandeur, 
and corrected the errors into which so many of his contemporaries 
had fallen. Giovanni da Milano and Giottino had remained in so 
far behind their time, that they sacrificed the laws of composition 
and design to the elaboration of parts. Details were by them 
frequently better carried out than the mass. Expression was 
sought out to the detriment of the general balance of the whole ; 
or hvely colour, in itself pleasing, seemed to crush the composition. 
Whilst these artists sacrificed the unity which alone produces a 
perfect picture, Orcagna, like Giotto, gathered into his grasp the 
scattered reins loosely held by his contemporaries, gave an impulse 
to art in all its branches, and placed it on a grand level of general 
progress.^ 

Nature had evidently marked out Orcagna for an universal 
genius ; ^ and, had he lived at the time when perspective became a 
science he might have been numbered amongst the greatest artists 
whom his country produced. Intuitively, he accomplished almost 
as much as was in the power of man without the aid of science. 
Vasari pretends, but does not convince us, that Stefano Fiorentino 
and Giottino surpassed Giotto in the production of perspective 
effect and in the foreshortening of figures. Orcagna was better 
deserving of this praise ; and the student of his works will admit 
that, in so far as one accustomed to scrutinise nature can fathom 
the dif&culties of imitation, so far he penetrated with success. 
Figures may be found in his frescoes, foreshortened with a certain 
daring and success ; and his wall paintings generally are more 
strongly stamped with the characteristic features of his genius than 
his easel pictures. This was not the opinion of Vasari ; ® but 
Orcagna was in this the true child of his country. His greatest 
works were frescoes, as were the greatest works of Giotto, of Ghir- 
landaio, and of Raphael, His easel pictures were second to them 
and clearly entrusted, in a great measure, to pupils. It is to be 
deplored, however, that the frescoes of Orcagna should have shared 
the common fate of all artistic works of the fourteenth century. 
The greatest productions of that period in Italy are irretrievably 
damaged by time or by restoring ; and it is not possible to recall 

1 Rcmohr feels and endeavours to explain why Orcagna, who developed 
the qualities of Giotto and improved art in many respects, should hitherto 
have received less attention than he deserves. Forschimgcriy vol. ii., p. 215. 

2 Vasari, voL ii., p. 123. ® Vasari, vol. ii., p. 131. 
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a single instance of a fresco in which the merit of the author can 
be truly recognised. Sadly veiled is the beauty of the design and 
colour, except in small spaces which have escaped the general 
wreck. But, whilst enough remains for the satisfaction of a 
searching critic, too little is left to charm less determined observers ; 
and it might be difficult to convince the superficial that, where, 
o\vdng to the ejffects of time, harmony and colour are Avanting, those 
qualities were once conspicuous. Colour is the language of art, 
appeals to our sense, and leads us to the analysis of the other 
beauties of a picture. It blinds us indeed to othervdse obvious 
defects. Its absence may deter us from the admission of beauties 
which really exist, repels us when we are -forced to reconstruct, 
mentally, the whole of that which is in a great measure altered by 
the effect of time. Yet in the case of Orcagna, such reconstruction 
is necessary. Then, however, it becomes possible to compare him 
with Giotto, the only painter that can stand comparison vdth him ; 
and the results of the process are equally important and interesting. 
Giotto is a dramatist, a thinker : he studies and reflects the expres- 
sion of human passions. He is to the art what Dante Avas to the 
poesy of his country. In severe and simple, yet elegant metre, he 
inculcates great and durable lessons. Orcagna introduces a more 
yielding and sensitive religious feeling into art — the mild, soft 
mysticism which finds its culminating point in Angehco. He is a 
link in the chain of Giotto, Masohno, Masaccio. From the school 
of Florence he derives his greatest quahties, from that of Siena, 
from Simone and the Lorenzetti, the lesser ones. He tempered 
the sternness of the first with the softness of the second, combining 
in his figures tenderness and grace with severity of form, decorum, 
and nobleness of deportment. A Florentine, and therefore imbued 
AAith the best maxims, he takes from his Sienese rivals only that 
which suits his purpose ; and, though partial to the expression of 
tenderness, he never sinks to affectatio^ji. Vasari is evidently 
right when he says that Andrea Pisano was Orcagna’s first teacher,^ 
Ors^michele stiU exists to confirm the statement ; nor could any 
one be more clearly fitted to impart grandeur and severity to 
Orcagna s style than he who had so successfully and conscientiously 
earned out the conceptions of Giotto. One may almost reahse, 
even at this day, Andrea, moulding the youthful genius of his 
disciple on the model and with the precepts of his own master and 
frimd ; and one may say that, through him, Orcagna was the pupil 
^ Vasari, vol. ii., p. 123. 
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of Giotto. It is less obvious who taught him to paint ; perhaps 
his brother Bernardo, as Vasari states ; but, evidently, he com- 
bined Florentine and Sienese qualities, and at S. Maria Novella, he 
united the great maxims of Florentine composition, its dramatic 
force, with the Sienese tenderness, and practice of colour. In this 
he marks a new phase of art. It was admitted in his own time ^ 
that he was the greatest painter who had lived since Giotto ; and 
though Taddeo Gaddi was inclined to believe that painting had 
declined after the death of his master, this was true only of himself 
and of those who, like him, were but humble imitators. Sacchetti 
has preserved the memory of a meeting of artists at S. Miniato, 
where, after a pleasant dinner and much drinking of wine, Orcagna, 
being at that time capo-maestro of Orsanmichele, suggested as a 
subject for debate Who, setting aside Giotto, was the greatest 
master in painting ? ” No one appears to have hinted that Orcagna 
was himself the person best entitled to election. Yet his name 
was no doubt at that time well known. He had painted the whole 
of the choir of S. Maria Novella for the family of the Ricci, a chapel 
and altarpiece in the same church for the Strozzi ; he had furnished, 
in 1367, the model of the pillars for S. Maria del Fiore ; he had 
been, in 1358, to Orvieto to superintend the mosaics of the cathedral, 
and had already commenced the carving of the statues and reliefs 
which were to ornament the tabernacle of Orsanmichele. He was 
an architect, a sculptor, a mosaist, and a painter, and even in 
those days, when artists were conspicuous for most varied acquire- 
ments, he might be considered as one gifted beyond the measure 
of his contemporaries. 

The records of S. Maria NoveDa are silent as to the period 
when Orcagna decorated the choir of that edifice, ^ but Baldinucci 
authorises us to believe that the frescoes there were damaged by 
a storm in 1358.® Their disfigured remains were preserved for 
upwards of a century, until Ghirlandaio was appointed to replace 
them by others. In doing so, he used many of the incidents which 
had already been set forth by his great predecessor. 

Equal uncertainty exists, as to the date of the frescoes in the 
Strozzi Chapel, but they may have been executed previous to the 
altarpiece, wloich bears the date of 1357. 

1 Sacchetti, vbi eup., Nov. cxxxvi., vol. ii., p. 220. 

2 Baldinucci says tfds occurred in 1350, but supports his assertion with 
no proofs. Vide vol. iv., p. 305. 

* Baldinttoci, eup ., p. 306. 
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Here Orcagna painted on the three principal walls, the Judgment, 
Paradise, and the Final Abyss. 

The first of these subjects decorated the wall facing the entrance, 
and was distributed so as to suit the spaces above and about the sides 
of the high pointed window of the chapel. Instead of presenting the 
Saviour in the usual glory, held up by angels, Orcagna conceived Him 
as if soaring in heaven, majestically wafted onward and half visible 
out of the clouds, distributing blessings and curses, wearing the diadem 
of celestial empire, announcing His coming by two heavenly heralds, 
whose horns sound the last call, and accompanied by angels,^ bearing 
the symbols of his Passion. Below him, to the left, kneels the Virgin, 
with reverence and inspiration in her glance, her arms folded on her 
bosom, and clad in white ; she heads a double kneeling row of six 
apostles, whilst a similar number, on the right side of the window, is 
presided by the kneeling Baptist, raising his arms and face in ecstasy 
to the Saviour. Beneath these tenants of the clouds forming the 
bases of the highest Paradise, are patriarchs, prophets, and prophetesses, 
Noah, holding the ark, Moses, Abraham, then saints and martyrs of 
the early Church, a cardinal, kings and princes, whose joys are sym- 
bolised still lower in the space, by a group of female dancers, by whom 
stands a woman in prayer. In the corner of the foreground, an angel 
aids one of the elect out of the grave. The guilty and accursed tear 
their clothes, gnash their teeth, and exhibit the most various evidences 
of despair, on the side beneath the Baptist. Females, though in 
agony and torture, bear their sufiEering with feminine composure. In 
contrast with the dancing females on the left, stands a group of women 
on the right contemplating in silent grief the Paradise they have lost, 
whilst in the comer of the foreground, a demon drags one of the 
accursed with a cord towards the Hades on the neighbouring wall. 

A noble and serene youthfulness, dignity and decorum, easy 
lightness of motion and a fine attitude are here given to the Saviour.^ 
Repose and contemplation are well rendered in the face of the 
Virgin, the ecstasy of a dweller of the desert in the wild features 
of rile Baptist. Grandeur and dignity mark the apostles, as they 
sit upon rile clouds, majestically enveloped in their draperies, and 
holding their several symbols, as S. Peter with the keys behind 
the Virgin. The groups of crowned princes and dignitaries are 
much damaged, as well as that of the dancers beneath it, by 
restoring ; ® but in the elegant form of the latter is evidently the 

^ Four in number. 

A red tunic covered by a blue mantle, the traditional dress of traditional 
colours* girds the Savioin*. The colour is, however, much damaged. 

All the lower part is damaged ; and one csai only speak of outlines and 
geiieral movemmt of figures. 
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original conception of the dances which charm in the pictures of 
the Dominican of Fiesole. In the Distribution of this subject, 
Orcagna perfectly observed the laws of composition, and sym- 
metrically divided the space he had to fill. He gave an additional 
charm to the picture by making it, as it were, a moving vision. 
Nature and individuality mark the faces, whose type and character 
are select. The angels, forcible in motion, are graceful in form 
and fine in proportions ; and they seem truly to fly. Remark- 
able, however, above everything is their foreshortened attitude. 
Orcagna dared much in this place. He intended to foreshorten ; 
and, in the general movement, he realised that intention. His 
figures will not bear the test of scientific perspective, but they 
are evidently at the highest level which an artist can attain mthout 
mathematical rules ; nor is it possible to conceive that more should 
have been, at this time, attained by Stefano or Giottino, even if 
we admit, with Vasari, that these painters executed works in which 
perspective was a conspicuous quahty.^ In the choice of human 
proportion, Orcagna had a clear knowledge of the most favourable 
conditions, and in that of form, a delicate sense of the beautiful. 
Life, action, natural grace, slenderness, and elasticity mark the 
frames of his figures ; and they stand on the necessary plane with 
the necessary firmness of tread. In this, and in the positive 
relation of his creations to nature, Orcagna was clearly Giottesque ; 
but he displayed the progress of his time by defining and more 
fully rendering form, without sacrifice of detail to mass. Hands, 
feet, articulations, in fit relation to the general parts, as in Giotto, 
were yet perfected with more study. Drapery preserved its old 
simpHcity and breadth of form, clothed the frame beneath it 
judiciously, and yet was true and natural to the accessory folds. 
This, indeed, was one of Orcagna’s great quahties. His line was 
simple, but firm and decisive, and displayed the inward conscious- 
ness of every form that was to be represented. In colour, Orcagna 
united brilliancy with softness, vigour of light and shade with 
transparence. By a massive distribution of chiaroscuro, he im- 
parted relief and rotundity in a measure which Giotto had not 
attained. His flesh tint was a natural and charming tone, well 
fused in the passages. BQs harmonies were true and pleasing. 
His idea of atmosphere was advanced for his age, and was in 
proportion to his power of giving rotundity to parts. He was 
thus preparing the way for the perfection of aerial, as intuitively, 
^ Certabily no such works are now to be found. 
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he had divined the results of linear perspective. Such quahties 
as tliese justify the critic in affirming that Orcagna was the great 
representative of artistic progress in his time. 

To the right and left of the fresco which has given occasion 
to the foregoing observations are the Paradise and Infernal Regions, 
the first of which has suffered much from damp and from restoring. 

High lip in the centre of the space, to the left of the entrance, 
the Saviour and the Virgin sit enthroned, the former, young, crowned, 
and wielding the sceptre,^ the latter, in calm repose with her arms 
crossed upon her bosom.^ About and beneath them, in rows, and 
tinged with the red and azure hues of the zones of celestial light, are 
red warrior seraphs and blue warrior cherubs, in prayer, turned to- 
wards the presence of the Redeemer, parted on each side of the central 
heaven, on the clouds of which the throne reposes.® Lower down, 
and at each side of two central angels playing music, ^ are the orders of 
the heavenly hierarchy, likewise in rows, and comprising the apostles, 
prophets, saints and martyrs, the latter with their emblems, and each 
accompanied by his guardian angel, playing instruments, singing or 
praying. Yet lower, a dance of males and females, on a ground of 
clouds, separates rows of female saints, whose emblems are accurately 
given, and who have not the protection of guardian angels. On the 
corner of the foreground, to the right, an angel introduces a female 
into Paradise.” 

What remains of this great work deserves the same praise as 
the Last Judgment. The tenants of the Paradise seem really in 
heavenly repose. The easy and graceful movement of the two 
angels playing music at the foot of the throne seems to accompany 
sounds of sweet music. Their forms, made out with graceful lines, 
are grand and beautiful, and, in their conception, one may ascribe 
to Orcagna the possession of all those qualities which .marked 
Giotto, enhanced by new features of progress. A soft contemp- 
lative expression beams in the faces of the blessed, and reveals 
that mystical spirit in Orcagna which descends afterwards to 
Angelico ; but, in conjunction with it, is more of the manly beauty 
and force of the creations of Giotto. Here it is that one finds 
the alliance of Florentine grandeur with Sienese tenderness. The 
spectator must, however, carefully study what time and restorers 
have left untouched before he can come to this conclusion.® 

^ Dressed in the blue mantle which is much altered in colour. 

® The Virgin is in wliite. 

* Ih© rows to the right have been seriously damaged. 

* Both of these angels have repainted mantles. 

^ The uppOT parts of the rows of cherubs, to the right, have been best 
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The Inferno is completely repainted,^ and the student can only 
judge, by the Dantesque arrangement of holge, what Orcagna 
intended to represent. For the rest, he seems to have expended 
much fancy in the conception of the figures.^ 

The time when all these works were completed cannot, as has 
been said, be accurately defined, but they were probably produced 
previous to 1354, when Tommaso di Rossello Strozzi ordered of 
Orcagna the altarpiece of the chapel, on condition that it should 
be finished in a year and eight months. The knowledge of this 
fact has been preserved in a record of the family, Avherein it is 
declared that Orcagna failed to complete his contract in the given 
time ; ^ and, in truth, the altarpiece, as it now stands, bears an 
inscription, which Vasari correctly copied, as follows : ‘‘ ani dni 
MCCLVn. AISTDREAS CIONIS DE FLORENTIA ME PINXIT.” 

In this altarpiece, which consists of five niches resting on a predella 
in three divisions, the Saviour may be seen enthroned under a red 
and blue prism filled with seraphim and cherubim, giving with His right 
hand the Gospel to S. Thomas Aquinas, with His left the keys to S. 
Peter. Both these saints kneel at His sides with two angels sounding 

preserved. The rows of saints immediately beneath these have been 
damaged by retouching of the most sweeping kind. On the right hand fore- 
ground not a dress of the numerous sainte standing on the clouds h^ re- 
mained unrepainted. On the left side, many heads are discoloured, some 
retouched, and others new. The central foreground group has been so 
completely changed that, where of old possibly interesting contemporary 
likenesses were to be found, notliing remains but the outlines of some heads. 

^ According to Ghibeeti, 2nd com, in Vasaei, yoL i., p. xidii., tliis Inferno 
is by Bernardo. The modest Bicha { Chiese , vol. iii., p. 71) is shocked at the 
representation of so many waggeries { haie ) and nudities, which, he says, 
ill suit the sanctity of the place and the terrible nature of the story. 

^ The ceiling, divided, as usual, by diagonals, is adorned in the centre 
with the arras of the Strozzi, around which the symbols of the Four Evangelists 
are distributed. In the ornaments are emblematical figures of Virtues, and 
in four medallions in the centres of the triangles are Dominican monks, amongst 
which S. Thomas Aquinas stands pre-eminent, with figures near them, of 
Faith, Hope, Charity, Fortitude, Justice. The head of S. Thomas, the all 
but obliterated figure of S. Augustine above him, SS. Jerome and Dominic 
(much damaged by restoring), a S. Ambrose and S. Gregory decorate the 
pilasters of the entrance arch, in the key of which is a painted Boot of the 
Strozzi family. The three principal frescoes of the interior rest on a painted 
comice imitating white marble, supported by feigned pilasters, enclosing 
rectangular slabs, in the centre of which are heads in medallions in dead 
colour. In the painted glass of the window is S. Thomas Aquinas, holding 
a head from which rays are projected on a model of a church in his hand. 
Time has deprived this figure of its colour, but the design is worthy of 
Orcagna, and was doubtless his. Above the figure and the arms of the Strozzi 
is a representation, on the glass, of the Virgin and Child, likewise probably 
by Orcagna. 

® See the original document in its mutilated state in BAiiDiNtrcci, vhi iup,, 
vol. iv., pp. 392, 393. 
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instruments. The first is presented by the Virgin, at whose right 
stand S. Catherine and S. Michael, the second by S. John Baptist, 
on whose left are S. Lawrence and S. Paul.^ In the predella are two 
scenes from the life of a saint at each side of one representing S. Peter 
saved from the waters by the Saviour.^ To the left is the celebration 
of the Mass ; to the right, a king dying amidst the wails of a crowd 
surrounding his bed, with a monk kneeling at one side of the fore- 
ground, and an angel at the other weighing the soul of the departed 
in a balance which two demons are vainly striving to weigh down. 

Here Orcagna represented the Saviour youthful and not without 
majesty, with features reminiscent of the Giottesque type and as 
fine as any of the period. In the figure of S. Thomas, the noble 
and fine head shows an advanced study of form. S. Peter exhibits 
an eager desire to grasp the keys. The draperies are grand. In 
the predella scenes, much vivacity of action may be noted chiefly 
in the central one.^ A clear, light, yet powerful colour charms 
the eye, yet the execution is not, on the whole, so fine as that 
of the best preserved parts in the frescoes of the surrounding 
walls, where Orcagna, Hke most of his countrymen, developed all 
his powers and displayed all his skill. There is no doubt, however, 
that this is tiie finest of his panels. 

Another combining all his qualities hangs to the first pilaster, 
on the left as one enters the northern front portal of S. Maria del 
Fiore at Florence, and represents S. Zanobius, the patron saint 
of the city, majestically sitting in cathedra with SS. Crescenzius 
and Eugenius kneeling at his sides.'* His feet rest in scorn upon 
the two allegorical vices of “ Pride ” and “ Cruelty.” ® In a 
medallion on the pinnacle of the throne, the Saviour gives the 
blessing ; and in the predella are two episodes from the life of 
S. Zanobius.® Here, in spite of partial restoring, the colour is 
fine, clear, and luminous. The life size figure of the Florentine 

^ At the bottom of the Saviour’s dress is a hole. The blue mantle is re- 
touched at the knees. The black portion of S. Thomas’s dress is retouched 
and the white part new. The colour and part of the ground, the breast 
of S. Paul, are gone. 

* In this central predella compartments some of the colour in the head 
of S. Peter is gone, and a few of the apostles in the vessel are repainted. 

* Which, however, is damaged, 

* The former with a censer, the latter with a book ; Charity and Humility, 
as allegoricai figures, support a damask cloth behind S. Zanobius. The head 
of Charity is much damaged. S. Zanobius in episoopals holds a crozier. 

* The first remarkable by the golden horns on his head, the second sucking 
tlic blood of an infant. 

* In one a youth is restored to life, in the other the withered elm blooms 
anew. 
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saint is imposing and majestic in deportment, of well-chosen type, 
and lined out with severely simple contours. Animation is in his 
glance. Orcagna’s manner is here revealed, and the spectator 
has no difficulty in finding the same hand as that which painted 
the Strozzi altarpiece. A picture in the Medici Chapel at S. 
Croce, inscribed 1363, is of the same class, and represents in 
four pointed niches the following enthroned saints : SS. Ambrose, 
Jerome, Gregory, and Augustine. Above the pinnacles are the 
four symbols of the Evangelists.^ 

Of less marked resemblance with the undoubted Orcagna’s, but 
in the same chapel, is a picture in three parts, devoted to the 
apotheosis of S. Giovanni Gualberto and four episodes of his legend.^ 
The saint in the garb of a monk, holding a staff and book, fills the 
central space, above which the Saviour gives a benediction. In 
one of the compartments the saint goes through the ordeal of fire. 
On the pediment six lozenges are filled with figures of male and 
female saints. Many of the characteristic features of Orcagna’s 
style mark this piece. In the same chapel, to the right of the 
door, is a Virgin and Child between Pope Gregory and Job, 
inscribed : “ anno dom. mccclxv tellinus dini fecit fieri 
HOC OPUS PRO ANIMA SUA.” ^ Three scenes in the pediment are 
almost obliterated. This picture has much the character of the 
one devoted to S. Giovanni Gualberto, but is shghtly inferior to it. 
The Virgin and Child are not ungraceful, and the forms of the 
draperies are fine. Very majestic likewise, and much in the 
style of Orcagna, is a life size S. Matthew, erect with the pen 
and book, the central figure of an altarpiece which, till 1860, 
hung high up in the church of S. Maria Nuova at Florence, and 
is now in the refectory of the Franciscan nuns of the Hospital of 
S. Matteo.'* 

Grandly posed and nobly grave in expression, the saint occupies 
a pointed niche,® the companions to which on each side are divided 
into compartments, in which four scenes from the legend of S. Matthew 

^ [These four saints have been removed.] 

^ Marked No. 21 on the wall to the left of the entrance. 

2 [In the refectory, S. Croce.] 

* Falsely assigned by some to Lorenzo di Bicci, this altarpiece is noted 
by Richa (vol. vi., p. 92) as in S. Matteo and in the manner of Giotto. 
Signor Gaetano Milanesi informs us, from records in the convent, that 
Mariotto di Nardo Cioni, Orcagna’s nephew, laboured there. [Now in the 
Uffizi, No. 20, S^a iv., Tuscan School.] 

® In a blue tunic and red mantle. Beneath the saints’ feet is the in- 
scription : “ S. MATHAIUS APOSTOLUS ET EVANGEUSTA.” 
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are depicted.^ One of these, an encounter with two dragons, is a grand 
composition of four figures of tall proportions, full of life and character, 
and in the pure Giottesque style ; whilst another, in which the son of 
Egippus is restored, presents to us in the rising youth a form of the 
finest kind as to beauty and character. In these scenes, indeed, one 
finds the same power and animation as in the predella of the altar- 
piece signed by Orcagna at the Strozzi Chapel.^ 

As regards execution, this picture, with the exception of its 
predella, is finished with a bold rapidity of hand, and warmly 
tinged with vigorous colour. In the second chapel belonging to 
the Company of the Misericordia, in the cloister of the Badia of 
Florence, an altarpiece in three parts may be seen, representing 
the Descent of the Holy Spirit, 

The Virgin occupies the middle of the space, and stands, with her 
arms crossed on her bosom, in the midst of the apostles. Above her 
are the Dove and two angels. This picture, enclosed in a modern frame, 
has been in part restored,^ but the character and style are like those of 
Orcagna, whether one considers the forms and types, the individuality 
impressed on each figure, the truthful action, or the breadth of the 
draperies. The colour has become a httle brown, but the same hand 
may be traced in it as in the altarpiece at S. Matteo, and both 
resemble in style the Orcagna of the Strozzi Chapel. 

Without absolutely assigning these works to the master’s own 
hand, one may say that they combine the qualities which were 
conspicuous in him.^ 

^ In the first and lowest, to the left, Christ with four apostles calls 
Matthew from his bank. An inscription has the following words : “ quomodo 
SANCTUS MATH^US RECESSIT DE TELONEO, ET SECOTtrS EST CRISTUM.” In 
the second, the Taming of the Dragons sent by the soothsayer to worry 
S. Matthew. Here again : “ quai^do miseeunt supee etjm sae'ctttm 

3£ATH^IJM DRACONES.’* In the third S. Matthew restores to life the son of 
Egippus, Ki ng of Ethiopia. In the last S. Matthew is decapitated by a 
soldier. The inscription on th^ie two last are : “ quomodo sancttjs mateus 
BESUSCITAVIT TOUM MOETUI7M.” “ QTTANDO S. MATEUS PUIT OCCISUS.” 

* In two medallions, at each side of the central pinnacle, are angels hold- 
ing severally a csrown and a palm. On the medallions of the sides golden 
balls. The predella, representing a Crucifixion and two scenes from the life 
of S. Nichol^ of Bari, are by a feebler painter, and in a more modem frame 
than the rest of the altarpiece. 

® The names of the apostles on the frame are new. The red mantle of 
S. Simon is damaged, and likewise the red dress of S. Philip. The restora- 
tion is of the last century, as may be gathered from the following inscription : 

“ TABUEAM HAKC, VETUSTATE PEEE DEEETAM PEOPEIA MAOT HAJsTO EST FOEMAM 
EEDEGIT CAN. BONSUS PIUS BONSI HUJUS SACEIJLI PATEONUS A.B.S. MDCCLXXI.*’ 

* One may add to the list a vision of S. Bernard in the Academy of Arts 
at Florence a feeble example, but soft in colour. [No. 138 of Sala Terza.] 

[There is also a picture of the Coronation of the Virgin attributed to 
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The altarpiece which once adorned S. Piero Maggiore ^ at 
Florence, and is now the property of the National Gallery, ^ is 
much altered by restoring. The hghtness of the tempera has been 
destroyed, and the beauty of the master’s style cannot therefore 
be judged from it. 

Vasari says that Orcagna painted the choir of S. Maria Novella 
and the Strozzi Chapel, in company with his brother Bernardo. 
There is no trace of two hands in the latter, and as to the period 
when they were produced, it has been proved that their completion 
may date as far back as 1354. Orcagna must at that time have 
been an artist of acknowledged merit. In 1357, his model was 
taken for the columns of S. Maria del Fiore, ^ yet it does not appear 
that he was a citizen of Florence before 1358, when he took the 
freedom of the Grocers’ Company, and he did not join the Guild 
of Painters before 1369.^ As early as 1355, he had received the 
appointment of capo-maestro to the oratory of Orsanmichele, one 
of the great monuments of mixed architecture, sculpture, and 
mosaics of the time, the tabernacle of which was executed from 
his designs.® Without entering into a minute description of this 
monument, w^hich has been admired and descanted on, with not 
more fulness than it deserves, by the very best authorities in 
matters of art and of taste in most countries, it may be sufficient 
to remark that, in the bas-reliefs of the basement the spectator 
will find the composition and the figures characterised by the 
same severe style, the same grandeur, united to softness and 
elegance, which are peculiar to Orcagna’s painted Virgins and 
angels. In the handling of the chisel, Orcagna perhaps exhibited 
more force and energy, and was more imbued with the necessity 
of breadth than when handling the brush ; yet nothing can be 
more careful than the polish of his marble. These sculptures 

Giotto in Sir Hubert Parry’s Collection at Higlmam Court, near Gloucester. 
Mr. Langton Dougias gives this to Orca^a, but IVIr. Roger Fry assigns 
it to Agnolo Gaddi. See Burlington Magazine (London, 1903), voL ii., p. 117 
et aeq. A photograph of it is there given.] 

^ Vasari, vol. ii., p. 124. 

® [Nos. 569 to 578 inclusive, Nat. Gal.] represent the Coronation of the 
Virgin and Choirs of Saints, with nine smaU subjects attached. The No. 581 
in the National Gallery, repres^ting three figures of saints assigned to 
Spinello, has some features of the school of Orcagna. 

® See the original record in Rtjmohr, vol. ii., p. 113. 

* See BALDiNUOCfi, vol. iv., p. 395, 

® See the records in Gaye, Oarteggio, vol. i., p. 52 and following, which 
prove that Andrea was capo-maestro of Orsanmichele from Feb. 1355 till 
as late as 1359, at the salary of 8 florins a month. See Sacehetti’s poem, 
describing Orsanmichele in Gfalandi, udi sup.^ Ser. 3, p. 133 and following. 
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surpass those of Orcagna’s contemporaries quite as much as the 
frescoes cast in the shade aU that were produced by his rivals ; 
and they are, without any doubt, the finest that were produced 
by an independent artist in the fourteenth century. Amongst the 
bas-reliefs the best, and that certainly entitled to the highest praise, 
is one representing the Transit of the Virgin. Nothing can be 
better than the group in which she is carried to heaven by the 
angels. The lower scene, in which the mother of the Saviour hes 
dead, in presence of the apostles, is less perfect, because a certain 
stiffness and naturalism mar the chief figure ; stiU the passion, 
the fire of Orcagna are here, and the noble breadth of his drapery 
is conspicuous as in his frescoes. One may ask, after contemplating 
these masterpieces, from whence Orcagna could have derived the 
vigour and character of his style unless from Giotto through 
Andrea Pisano. Were it even proved that Orcagna had another 
master, it might still be affirmed with certainty that he owed 
much to the great Pisan Giottesque, and that in the reliefs of 
the bronze gates and campanile at Florence he studied those lessons 
which yielded fruits of surpassing value in the tabernacle of Orsan- 
michele. Orcagna’s genius is proved by his painting and sculpture. 
His acquirements and taste in architecture may be judged from 
the elegant and light proportions of the stonework which surrounds 
the great monument of his skill. Even the iron rail which encloses 
the whole is a part of a grand unity. It is a pity only that the 
oratory should be closed, as it thus loses much of its beauty 
particularly from want of light.^ This great work was completed, 
as is shovTi by the inscription, in 1359 : “ andreas cionis pictor 

FLORENTINUS ORATORH ARCHIMAGISTER EXTITIT HTJJUS MCCCLIX.” ^ 
One may remark the affectation of the form in this inscription. 
As a soidptor perfect, Orcagna calls himseff “ pictor.” Vasari teUs 
us that in his pictures he called himself sculptor,” a statement 
not corroborated by the only inscribed picture that is known.^ 
Francia, at a later time, signed himself aurifex,” thus imitating 
the example of a great predecessor. 

The course of this narrative now leads us to Orvieto, where 
we renew acquaintance with the cathedral, its great council, 

^ See in Richa, vol. i., p. 1, a copy of the original sketch for this tabernacle 
preserved amongst the records of the Strozzi family. 

* Vasari assigns to Orcagna seven figures of Virtues in the Loggia, which, 
according to Baldinucci, are by Agnolo Gaddi and Jacopo di Piero (1308). 
See Baldintjcci, sup., vol. iv., p. 344 and 402. Also the Zecca or mint 
^©c^ in 1361. Vasari, vol. ii., p. 130. See also Gave, Carteggio , ubi suv .. 
vcd. i., p. 512. 3 Vasari, vol. ii., p. 133. 
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Maestro Aiidrea Senese its chief architect, and Andrea Pisano, 
Orcagna’s teacher. This great edifice was at last approaching 
completion, but its external mosaics were incomplete, and its 
internal paintings unfinished. The Orvietans pressed the Floren- 
tines, accordingly, to grant them the services of Orcagna, and 
this having been unwillingly conceded, Andrea proceeded thither 
early in June 1358. It is on record that, on the fourteenth of 
that month, a contract was signed by him in presence of two 
vicars of Messer Egidio,^ the apostolic legate, the “ Seven ” of 
the city, and the authorities of the cathedral, in which he agreed 
to hold the office of capo-maestro for a year, with the option of a 
renewal for five years.^ Having exchanged signatures to this 
contract, Orcagna returned to Florence, where he continued to 
labour at Orsanmiehele, and did not again visit Orvieto till 
February 21, 1359, when he spent fourteen days there with his 
brother Matteo di Cione, and, having carefuUy examined and 
determined how the works were to be carried on in his absence, 
returned to Florence after a treat and dinner given to him, in 
the name of the authorities, by Andrea da Siena the architect, 
who for the occasion invited Consiglio da Monteleone a glass- 
painter, Matteo Cioni, Andrea Pisano, Ugolino di Prete Hario, 
Matteo of Bologna, and the Franciscan friar Johannes Leonar- 
delli, to meet him.^ At the end of two months, little remained to 
be done at Orsanmiehele, and Orcagna reappeared (October 18, 
1359) with Matteo in Orvieto.^ Having taken the oath of service 
and engaged his brother to work under him at a fixed monthly 
salary,^ he diligently conducted the erection of a window in the 
front of the cathedral.® But the Florentines would not let him 
rest ; and as early as February 1360 they recalled him to Orsan- 
michele, where he might have remained, but for the instances of 
the Orvietans. A letter is extant^ in which the Florentines, 

^ [Messer Egidio is Cardinal Albomoz,] 

2 With a right on the part of the authorities to give four months’ notice 
of the close of the contract before the expiration of each year. Andrea’s 
salary to be 300 gold florins per annum in monthly payments of 25 florins. 
See the original “ eondotta ” in Gaetano Milanesi’s extracts from Or\-ietan 
records, ^omale Storico degli Archivi Toacani, vol. iii., p. 100 and follow- 
ing. [Gf, Ftjmi, II Ihiomo d* Orvieto (Rome, 1891).] 

® He was at Orvieto fourteen days, and the expense ( 1 flor. ) for the part- 
ing dinner is recorded. Vide in Della Valle, iStor., sup., pp. 115-16, 
and 284, and IVIilanesi, lx, 

Della Valle, tM mip ., and Milaitesi. 

® 8 florins per month. Ibid., ibid. * Milajstesi, uhi au'p, 

^ In precis in Gave, Carteggio, vbi sup.i vol. i., p. 512, in full in Milahest, 
ubi a ip. 

I. 


2a 
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dispensing again \\dth Orcagna in his official duties, recommend 
him to the people of Orvieto, and excuse themselves for delaying 
his coming (August 3, 1360). But Orcagna speedily disagreed 
with the heads of the fabbrica, and they released him (September 12, 
1360) from his contract.^ He remained, however, for the time in 
Orvieto to complete a mosaic ordered of him immediately after 
(September 16, 1360), for the front of the cathedral,^ and then 
withdrew, leaving Matteo to fill his place, which that industrious 
artist seems to do still in August 1367.^ It had been arranged 
that four masters named by the Orvietans and two chosen by 
Orcagna should value the mosaic on the front of the cathedral, 
after its completion. Petruccio di Vanni came from Rome 
(February 10, 1361) to perform this duty,^ but his verdict is 
not knovm. Much time elapsed before it was settled what Orcagna 
was to claim for his work, and a year had already expired since 
its completion when, on the part of Orcagna, Ugoh'no and Jacopo 
di Lotto, on the part of the cathedral authorities, Matteo di Cecco 
of Assisi and Maestro Paolo di Matteo, met and made a report 
(September 10, 1362) to the effect that the colours of the stones 
and the paste had changed, that the plane of the mosaic was not 
level and the binding substance not good ; hence that the mosaic 
(in diameter eighty-one hands) was not likely to lastA In spite 
of this unfavourable report the authorities of Orvieto met on 
September 15, 1362, and ordered sixty florins of gold to be paid 
to Orcagna.® 

From this time forth no further record of the painter has been 
preserved except that we find him inscribed in the Guild of S. Luke 
at Florence as a painter in 1369J 

In 1376, an instrument was drawn up before a public notary 
at Florence in favour of Cristofano Ristori as tutor to Tessa and 
Romola, daughters of Orcagna, by Francesca his widow.^ Vasari, 
who makes Orcagna live till 1389, is thus proved to have com- 

^ Milanesi, tM sup. 

® See the original contract in Milanesi, uH sup. 

® Deij^ VAiiLE, Stor.f p. 284. At all events, the pa 5 anents to Orcaoiia 
cease to be recorded. The name of Matteo Cioni appears as late as 1380 
in a record of works executed at Orsamnieheie. See Passerini I'L \ SifnhUi 
menu di Bemficema (8vo, Florence), p. 53. ^ - 

* Milanesi, iM sup. 

® The statement may be seen in G. Mieatstesi, ubi sup. e 

I 9^??’ vol. u., p. 36, as follows : “ Andrea aoni Pop g 

Michele Bisdomuus Orgagnia M.cccxxra.” Baldinueei copies the register and 
giv^ the date ^1360, but see Otjalanui, mp., Ser. vi., p. 176. 

® See the original record in Bonaini, Mem. Ined., ubi swp.,'p. 106. 
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mitted an error of some years in his computation. It will have 
been observed that no mention has been made of Andrea Orcagna’s 
birth. Before the discovery of the record which proves his death, 
it was customary to trust to Vasari’s statement that he died in 
1389 , at the age of sixty, his birth being thus placed in the year 
1329 - 30 ; but the date of death being false, who shall vouch for 
the truth of the assertion that Orcagna hved to the age of sixty ? 
This, however, is not the only error into which Vasari has fallen. 
To him we owe the assertion that Orcagna painted, in the Campo 
Santo of Pisa, the gi*eat frescoes of the Triumph of Death, the Last 
Judgment, and the Inferno.^ It may be necessary to devote a 
httle space to the consideration of tliis assertion. 

At the eastern extremity of the southern wall in the Campo 
Santo of Pisa, a painter of considerable talent depicted with 
surprising power the advantages of contemplative over active 
Mfe, suggesting that, whereas in the pursuit of pleasure, and in 
the enjoyment of wealth, death invariably takes the common 
mortal by surprise ; on the contrary, the lowly hermit expects it 
without fear, and welcomes its approach. Various episodes 
illustrate the main idea : 

In the foreground of a rocky and broken landscape forming the 
left of the fresco, a party of knights, going out hawking with ladies, 
and accompanied by servants and dogs, have been arrested by a 
spectacle of no pleasing interest. Before them stands the hermit 
Macarius and three open coffins, whose contents are doubtless the 
subject of a sermon contained in the long scroll to which he points. 
In the first coffin lies a body in its shroud, in the second a body 
evidently decomposed, in the third a skeleton. A snake glides away 
at the approach of men. The sudden thought of death, thus pre- 
sented in its most naked form before a company bent on pleasure, 
aQects the various members of the hunt in divers ways. One of the 
riders sits on a horse who snorts at the sight of the corpses and looks 
astonished. To his right, and nearer the spectator, a second, holds 
his nose ; and his hack, stretching its neck, looks with glaring eyes 
before it. This, we are told, is a portrait of Andrea Uguceione della 
Faggiuola. Between these, a dame timidly pensive, revolves the 
past, or dwells on the future with apparent melancholy, whilst the 
knight at her side boldly points to the objects which cause her reverie. 
In rear are more riders and huntsmen. The group could hardly be 
more powerfully delineated whether one considers the human or the 
brute creation. The track upon which the party is riding leads up 

^ Vasahi, vol. ii., pp. 125-7. Ghiberti says notiiing of this. But for 
that reason, Rosent, vol. ii., pp. 73 and 98, reproaches him. 
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a stony path edged with trees to an hermitage, near which a bearded 
and cowled inmate sits reading, whilst another stands by, leaning on 
a pole, a third under a tree to the left milks a goat, and a fourth stoops, 
looking down. The advantages of peaceful retirement and penitence 
are thus portrayed. To the right of this scene, and parted from it 
by a high and barren rock, a group of players, male and female, sits 
in an orchard, whilst Cupids fly amongst the branches. Castruccio 
of Lucca ^ sits with a falcon on his fist listening to a lute played by a 
buxom dame, and a fiddle played by a minstrel. A female, on 
Castruccio’s right, fondles a lap-dog as she listens to the compliment 
of a knight near her. But, close at hand in the centre of the fresco, 
Death with her falchion comes sweeping through the air in the shape 
of an aged female, with dishevelled hair and ferocious aspect, beating 
space with batlike^ wings, as one of the harpies of old. In vain a troop 
of beggars, tottering on crutches, call upon her to hasten the period 
of their earthly sufferings. Death has mown down kings and princes 
who lie pell mell at her feet, spares the beggar, and rushes towards the 
groves where love and pleasure hold their sway. It is that wealth 
and crime appear in this age synonymous ; for on a scroll held up by 
two angels, hovering above the figure of Death, it is written : 

“ Ischermo di savere e di richezza, 

Di nobiltate ancora e di 'prodezza, 

Vale niente ai colpi de costei ; 

Ed ancor non si tmova contra lei 
0 lettore, neuno argumento. 

Eh ! non avere lo 'ntelletto spento 
Di stare sempre in apparecchiato, 

Che non ti giunga in mortale peccato,^’ 

A beggar, on the other hand, seems to say : 

“ Dacche prosperitade ci ha lasciati, 

0 morte, medicina (f ogni pena, 

Deh vieni a darne omai V ultima cena.^^ 

Amongst the dead, however, some have been of virtuous lives ; 
for an angel draws the soul of one from his mouth with intent to make 
it partake of heaven ; whilst two devils perform their less pleasing 
offi^ upon another of the departed. In the sky, a legion of angels 
and devils contend in the labour of transferring souls to heaven and 
hell. The aby^ss may be seen to the left in the distance, with flames 
issmng from it, and demons feeding its infernal gulf. The angels 
all carry the cro^, the emMem of human redemption ; and the groups 
which they and the demons form are full of fancy and energy. 

Nothing remains to be desired in aU this as regards order, 
synometry, and disfa-ibution. Each part is bound to the other 
^ So according to Vasari. 
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so as to form a grand unity. It is a tragedy in acts and scenes, 
the sequence of which is regulated \rith successful art. The parts 
are everywhere well sustained, and each figure has its meaning 
in the group, as each group has its fit place in the drama. Extra- 
ordinary force, sometimes pushed to a vulgar realism, reigns every- 
where. The beholder derives the best idea of the painter’s style 
and power from the group of S. Macarius and the dead.^ 

By the side of this allegorical piece is the more usual Christian 
one of the Last Judgment. 

In the centre of it the Saviom*, of gloomy and threatening aspect, 
sits enthroned in an almond-shaped glory, raising His right arm aloft, 
and pointing with His left to the wound in His side. On His right, the 
Virgin tempers the menace of the Saviour, and looks down with pity 
at the condemned. She is hkewise seated in an almond-shaped glory. 
Above them, at each side, are the six angels who bear the symbols of 
the Passion. Beneath these, and in a row on each hand, the apostles 
are seated on the clouds ; ^ S. Peter to the left, with disdainful glance, 
looks down, holding the keys. The attitude of the rest are various. 
Immediately beneath the Saviour and Vir^ stands a group of four 
heavenly messengers, majestic and terrible in aspect. The &st erect 
in the midst, with the sword, and holding up a scroll in each hand, 
on which, no doubt of old were the words “Venite benedicti,” 
and “ Ite maledicti,” is presented with that primitive severity and 
grandeur which mark the figures of the earlier mosaists and painters. 
At his feet, a second, seated, looks out in menace,^ and two others at 
his sides, blow brazen horns. It is a group recalling the works of 
Michael Angelo by the terrible expression in it, more reminiscent of 
the old style which strove to excite terror than of that which Giotto 
had created ; more in fact in the Sienese than the Florentine character. 
There is, indeed, a striking affinity between this group of angels and 
that in the same situation in the Last Judgment of S. Angelo in Formis 
at Capua, a picture which dates as far back as the year 1075. Below, 

^ The riders m the hunt are aU repainted as to their dresses ; and the 
same may be said of the central episode, many of the draperies being either 
new or obliterated. All but a part of the legs and wings of the figure of 
Death is repainted. The dresses of the orchard group are all retouched and, 
in the sky above the trees, the first and third angels are altered with modem 
colour. The blue sky is damaged and the forms of angels or demons spoiled 
or rubbed away. The painted frame surrounding the fresco has in great 
part disappear^ ; but in the upper comer to the left is a half figure, in a 
lozenge, of Death as a skeleton with a scroll on which is written : 

^*Secundo natus Ahel, primus mortuus,^^ 
whilst in the next lozenge another figure of a man carries a scroll likewise 
inscribe with the words : 

“ PrimuLs natm Kayn^ primus Jiondcida.” 

^ All the dresses of the apostles are repainted. 

® This figure bears a scroU the inscription upon which is obliterated. 
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and as usual on the Saviour’s right, the army of the blessed is grouped 
behiiid S. John the Baptist, ^ each of the happy souls looking up 
towards the Redeemer, and some in the foreground, helping others 
to rise out of the grave. An angel points out to one in this condition 
inscribed with the words “ Hypocrisy ” the everlasting abyss to which 
he is consigned; whilst, more to the right, S. Michael points to 
Paradise as the reward of a soul led out by its guardian angel. This 
portion of the fresco is so damaged by restoring that it is no longer 
possible accurately to distinguish the figures issuing from the tomb. 
On the same plane, but to the Saviour’s left, angels drive back the 
condemned, the mass of whom is huddled together in bold and ever 
varied attitude.^ ' 

The Inferno, which forms the right side of this fresco, is not in the 
least like that of the Strozzi Chapel, but divided into stories like a three- 
decker, in each of which figures undergo torture, Lucifer presiding 
in the midst. Of the four rows which compose this portion of the 
Last Judgment, the upper seems most to present the character of the 
fourteenth century. The forms of the nude are reasonable, the in- 
telligence of anatomy fair, and the colour not without relief. The 
next lower row is ruder in execution, reddish in tone, fiat in modelling, 
and mechanical in outlines ; and these characteristics extend to two 
figures to the spectator’s left of the Lucifer. Satan, however, and all 
the rest of the picture, are modern, and probably due to Salazzino the 
restorer, who, according to Vasari, laboured here in 1550. 

These two last frescoes have evidently been much damaged 
by weather and repainting. It is proved that one Cecco or 
Francesco di Pietro, a Pisan, of whom there are notices at Pisa 
in 1370, was employed, in 1379, to restore the Inferno, which had 
been spoiled by the apprentices.” ^ The portion due to him is 
probably the second circle and the two figures by Lucifer’s side, 
already noticed as of inferior merit. The upper circle of aU seems 
the only original one, and that wMch most resembles the best 
preserved portion of the neighbouring frescoes. From it and from 
the portion of the fresco which represents the hermit Macarius 
before the dead bodies, the primitive style of the work must be 
judged. Nothing in the execution recalls the paintings of Orcagna 
in the Strozzi Chapel at Florence, and it is evident that the Pisan 
pictures are by a totally different person. Neither he nor his 
numerous assistants were Florentines. His figures vary in type, 
in form, and expression from those of the Florentine school. In 
the faces of females, the peculiar model which Orcagna affected 

^ This mass of figures is much damaged. 

® The angels remaa^able for vulgarity of features. 

® Bonaini, w&i swp.f p. 103; and Mobrona, vbi sup.y p. 243. 



FRESCOES OF PISA 


375 


is not to be traced. Here is not the symmetrical oval to which 
he was partial, but a head broad at the forehead with swelling 
cheeks, and a small chin resting on a broad neck. The hands, 
feet, and articulations are inferior to his, and different in style. 
The costumes are not his, any more than the fashions of hair and 
head-dress. The elegant outlines of the figures in the Strozzi are 
quite a contrast to the heavy and somewhat vulgar ones of the 
Campo Santo ; and this is equally true of the action and attitudes, 
and of the draperies. If the Saviour and apostles at the Strozzi be 
compared with those in the fresco of Pisa, it will be found that 
the latter display energetic motion, not free from vulgarity, and 
that force prevails over dignity and decorum. The spectator need 
not go far, however, to discover, in the Campo Santo itself, works 
of the very same character. He may take, for instance, the frescoes 
next in order to those under consideration, which are devoted to 
Hermit life, and are painted by the Sienese brothers, the Loren- 
zetti. In these and the two frescoes assigned to Orcagna, he will 
find no difference whatever, and he vnll be unable to discern that 
they are by different hands. Yet Vasari would have one believe 
that two masters, chiefs of two great but totally different schools 
laboured there. If the question of distribution and composition 
be set aside — ^for doubtless there is a difference in this respect — it 
^vill still be found that the manner in wliich each group is presented, 
each character is given, is the same in the frescoes assigned to both 
masters. In Lorenzetti’s anchorites, wild power, the austere 
aspect of the solitary, an excessive energy of movement, are char- 
acteristic. The same features exactly, the same style of drapery, 
the same technical execution, the same feeling, mark the Macarius 
and the hermits assigned to Orcagna. Take as an example a 
hermit at the extreme right of Lorenzetti’s fresco, bent over the 
dead body of a solitary, and covering it with a shroud, or two 
figures in similar attitudes in the extreme left of the same piece ; 
compare them with the Macarius assigned to Orcagna ; the same 
peerdiarities will be found in both. Again, take the “ happy ” 
in the Paradise, assigned to Orcagna; examine their profiles in 
contrast with those in the picture of the Lorenzetti, such as that 
of a woman on the extreme right tempting a monk, who holds 
his hands in the fixe; the same character appears in both. 
Examine critically the mode of draping, the action, the articula- 
tions ; choose for a contrast the figure of the Saviour appearing 
to Anthony in Lorenzetti and the Saviour and S. Peter in the 
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so-called Orcagnas : what is the difierence ? Are the landscape, 
the rocky path, the tree different ? Are they not, on the contrary, 
everywhere the same ? It may be asked, whether, a great amount 
of restoring having taken place, it might not be hkely that such 
a man as Cecco di Pietro, for instance, should have changed the 
original style of the three frescoes of Orcagna and Lorenzetti into 
one of his own ] but, in reply, it may be affirmed that the anchorites 
of Lorenzetti are in parts unchanged by restoring, and that these 
are the very portions which most resemble the best preserved 
figures of the so-called Orcagnas. Were it admitted, with Vasari, 
that Bernardo Orcagna painted the Inferno, one might be entitled 
to claim for him the w^hole of the remaining part of these works ; 
because the only portion of that episode which has preserved its 
original character is exactly the same in style as the best of 
the Triumph of Death. Yet it is impossible to reconcile this 
assumption with the fact that here a Sienese, not a Florentine 
character, prevails. Equally difficult is it to admit that Orcagna’s 
composition was used by a Sienese subordinate, the language, 
spirit, and education of the artist of the Campo Santo being in 
every sense Sienese rather than Florentine. Who then, it may be 
asked, is the author of these so-called frescoes of Orcagna ? In 
answer, it will be sufficient to recollect that, as regards composition, 
the Lorenzetti were capable of this effort. It may therefore be 
safely supposed that the three frescoes are by the same hand, 
that of a Sienese.^ The spectator may at the same time cast a 
glance at the neighbouring pictures on the east wall, assigned 
to Buffalmacco or Antonio Vite, and representing the Crucifixion, 
the Resurrection, and the Ascension, and, damaged as these are, 
he will find the execution similar to that of the so-called Orcagnas, 
and composed evidently in the same Sienese style. A word, 
finally, as to less important points. The painted frames of the 
three frescoes assigned severally to Orcagna and the Lorenzetti 
are executed by one person.^ 

^ [Berenson, Ctntral Italian Painters, p. 150, gives the Triumph of 
Death, the Last Judgment, the Thebaid, the Ascension, Resurrection, In- 
credulity of Thomas, and the Crucifixion to an “ unknown follower of the 
LorOTL2ietti.”] 

* The feescoes are not painted on the wall, but on an intonaco daubed 
over a trellis work of canes, so that it is impossible to save the plaster in 
its fall by iron braces as has been done in other parts. The only means 
of saving these works is to detach the intonaca, and, instead of fixing it 
anew on the wall, place it on canvas and make the whole portable. The 
air will then pass beneath and preserve the lower surface from damp, the 
upper having long ceased to suffer from the effects of weather. The method 
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Modern research has been rewarded by the discovery that, 
amongst the works executed in the Campo Santo, some of the 
frescoes illustrating the legend of S. Raineri were painted by one 
Andrea da Firenze. It is proved further that this Andrea was 
still living after the death of Andrea Orcagna at Florence. These 
facts are conclusive to show that Vasari, in his usual haste, having 
heard that one Andrea, a Florentine, had painted at Pisa, and 
not knowing which of the frescoes he should assign to the person 
whom he confounded with Orcagna, chose the series of the Triumph 
of Death and the Last Judgment, careless as to whether the style 
or execution of these works should justify him in his supposition. 
The world has long been deceived by his biography ; but the 
clouds are slowly faUing away from the art history of Italy, and 
the errors of Vasari require and receive correction. If it be 
admitted that Pisa owes nothing to Orcagna, the statement that 
he painted in S. Croce frescoes which were copies of those of the 
Campo Santo falls to the grounds The remaining w^orks assigned 
to Andrea at Florence have disappeared in the progress of time.^ 

Orcagna, who, according to tradition, was a poet, and whose 
name appears in certain sonnets by Burchielli,^ died at Florence 
in the Via de’ Corazzai. 

Bernardo Orcagna occupies a very large place, as has been 
remarked, in the life of Andrea. It would seem, at first, as if 
the latter had been but the assistant of his elder brother ; yet it 
is strange that no pictures have hitherto been noticed bearing 
Bernardo’s name. Pictures exist, however, signed by ‘‘ Bernardus 
de Florentia,” but the question which stiQ remains unanswered is, 
w^hether this Bernardus is identical with Bernardo the son of 
Clone the goldsmith, and brother of Andrea Orcagna. To decide 
this question, it would be useful to tra;ce some frescoes in which 
Bernardo laboured alone. Those of the Campo Santo were partly 
painted by him, says Vasari ; but this is probably an error. Again 

of fixing the colours, raising the intonaco, andj placing it again to the wall, 
has already been successfully practised in the case of the Gozzoli frescoes. 

1 Vasabi, vol. ii., p. 128. 

^ Those in the Cappella de’ Cresci at S. Maria de’ Servi are gone (ibid., 
p. 123-4), and likewise the picture of S. Romeo (ibid., p. 124). It repre- 
sented the Annunciation, and was known to Richa, OhiesCy vbi sup., vol. i., 
p. 258, the paintings on the front of S. Apollinare (ibid., p. 124), the pictures 
said to have been sent to Avignon (ibid., p. 131)^ and that which adorned 
the chapter-house of the monastery of the Angioli (ibid., p. 134). Gone 
also are the frescoes noticed by Ghiberti in S. Croce and in S. Agostino. 
(Ghibebti, 2nd com. in Vasari, vol. i., p. xxiii.) 

® See annoU to Vasari, vol. ii., p. 134. 
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Bernardo is said to have been his brother’s companion in the 
frescoes of the Strozzi Chapel, yet there the student fails to 
discover more than one hand. Can it be that Bernardo was, 
as a painter, a mere subordinate ? Be this as it may, the visitor 
to the Florence Academy of Arts wiH find a triptych representing 
the Virgin and Child between saints,^ signed : 

NOMINE BERNARDUS DE FLORETIA PINXIT H. OP. ANNO DNI. 

M.CCCXXXII .... 

Some of the numerals are gone. The figures are small, not 
inelegant, but without the grandeur which marks the panel works 
of Andrea. Another Virgin \^ith saints,^ in the convent of Ognis- 
santi at Florence, placed in a very dark spot, over the entrance 
to the door of the choir, and only visible with a lantern, bears 
the inscription : 

A.D. MCCC...XXIIII. PRATER NICOLAUS DE MAZZINGHIS DE CARPI 

ME FIERI PRO REMEDIO ANIMAE MATRIS, FRATRUM. BERNAR- 

DUS DE FLORENTIA PINXIT.” 

A third picture of more interest and importance is that of the 
late Mr. Bromley’s collection, representing the Crucifixion between 
eight saints, inscribed : 

ANNO DNI MCUCXLVII. BERNARDU PINXIT ME QUEM PLORENTIE 

FINSIT.” 3 

The Crucifixion is the usual Giottesque dramatic composition, 
the Saviour being quite Giottesque in type ; and the work, coloured 
in light and luminous tones, seems to be that of a comrade of 
Taddeo Gaddi. It is a fine and well-preserved work of the period, 
which has little afiSnity with those of Andrea Orcagna, and certainly 
v^ould not reveal him as an assistant in any of the pictures of that 
master. 

Another work in possession of Sir Charles Eastlake, a Crucifixion/ 
in the manner of the foregoing, is a fine production of the Florentine 
school. 

Amongst the painters on the council of S. Maria del Fiore^ in 

1 [No. 271- By Bernardo Daddi, as all those so signed seem to be.] 

® Half-lengths of a saint with a book, and a saint in episcopals are at 
each side of the Virgin and Child. 

® The saints are SS. Lawrence, Andrew, Paul, and Peter, Bartholomew, 
Greorge, James, and Stephen. 

* With figures in pilasters at the sides, originally in the Ottley Collection, 
assigned by Waagen, vol. ii., p. 264, Treasures, to SpineUo. 
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1366, are Bernardo Fieri and Beiicius Cionis.^ The latter is 
probably Andrea’s brother ; and if the name Bencius be not 
meant for Bernardo, Cione had a sixth son besides Ristoro, 
Bernardo, Andrea, Jacopo, and Matteo.^ It remains to be 
ascertained whether the paintings mentioned in the foregoing 
hnes are by Bernardo Fieri, an artist doubtless of some talent, 
as he was of the council in the cathedral of Florence, or Bernardo, 
the alleged brother of Andrea Orcagna. As for the Loggia de’ 
Lanzi, it is proved clearly that the provision for its erection was 
passed by the Florentine government on the 21st of November 
1356, but that it was only commenced in 1376,^ under the direction 
of Bencius Cionis.^ 

^ See Rumohr, Forschungenj libi sup,^ voL ii., p. 16G. Bend Cioni is 
recorded in a Sienese document of about 1356, where he gives an opinion 
as to the works of the new Duomo. Doc. dclV Arte Sen., vol. i., pp. 249-51. 
He was also extensively employed as a sculptor at the Palazzo del Podest& 
of Florence, with Neri Fioravanti, Maso Leonis, Lippo Cvursi, JNicola Martelli, 
Rustico Cennis, Antonio Joannis, Paolo Maj. Johannis (1345). See Luigi 
Passerini’s Lecture on the Pretoria of Florence (8vo, Flor., 1858), p. 21. 

2 These facts are commented by Rumohr pretty much as they are in 
tliis text. See Forschungen, vol. ii., p. 223. 

® Vide Gave, Carteggio, vbi aup.^ vol. i., p. 526-8. 

* See Passerini, uM sup. 



CHAPTER XX 

FRANCESCO TRAINI— NICCOLA TOJVIMASI 

A GENEALOGY of the family of Cione, made out with, labour and 
research by Del Migliore, whose MS. notes to Vasari are preserved 
in the Magliabecchiana at Florence, connects Mariotto the son of 
Bernardo Orcagna ^ with the family of the Train! ; and Del 
Migliore, in some observations which he appends to this genealogy, 
makes the following pertinent remarks : 

It has struck me that the family of the Orcagna was of the Traini, 
and that Francesco Traini was of their kindred, albeit this fact was 
unknown to Vasari. My reason for holding this opinion is that 
Mariotto, the nephew of Andrea (Orcagna) and son of Bernardo di 
Cione, bore the name of the Traini, an old family which has filled offices 
and enjoyed honours in the republic. This is not extraordinary. 
Many families were wont to call themselves by the names of their 
fathers or grandfathers, dropping that of their house, particularly 
when one of these, the father or grandfather, had earned a reputation 
by some great action or the exercise of virtue.^ 

Francesco Traini, whose relationship with the family of Andrea 
Ore^na is thus suggested by Del Migliore, was a painter of great 
merit. His talents did not escape the dihgence of Vasari, who 
says of him that he greatly improved upon his master Andrea 
(Orcagna) as regards the fusion of his colours and the fertility 
of his invention.” ® His name has not been discovered in any 
Florentine records, and w^hilst some wTiters like Lanzi ^ have 

1 He is registered as Mariotto di Nardo in the Guild of Florentine Painters 
in 1408. Guai^akoi, vbi sup., Ser. vi., p. 186. [See also Vasari (Ed 
bansoni), vol. i., p. 610 et seq. Mariotto was the son of a Nardo di Cione, but 
was not Orcagna s nephew, as Vasari says, and Del Migliore repeats ] 

* See the quotation in Bokahsu, te&i sup., Mem. Ined., note 6 to pp 6 
records speak of Francesco not as of the Traini but ae the 

son of Traino. 

’ [Prance^ Traim far from being Orcagna’s best pupil as Vasari asserts, 
w^ farained in the Sienese school and owed everyth!^ to Simone Martini 
Of. SIMONBSC3HI, Nohzze e guesUoni intomo a Francesco Traini (Pisa, 1898) 
Frjm^ was working in Pisa from 1321, Cf. Milanbsi in Vasari, i ! 
p. old.J ’ 

^ Lanzu, vbi sup>., vol. i., p. 64. 
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stamped with the mark of their approval the sentence of the 
Aretine biographer, others like Bonaini ^ have argued that Orcagna 
could not have been his teacher. How, exclaims this most critical 
of critics, could Traini, who painted in 1344, be the pupil of one 
who first appears as his brother’s apprentice in 1350 ? ^ It may be 
remarked, however, that the utmost obscurity overshadows the 
early period of Andrea’s life, and that the date of 1350 is arbitrarily 
given by Baldinucei, who supports it by no records.^ Again 
Bonaini inquires, how could Orcagna be the master of Francesco 
Traini when he was only free of the Grocers’ Guild at Florence in 
1358 ? 4 

In reply it might be urged that Orcagna was a painter of 
acknowledged reputation at least four years before he obtained 
the freedom of Florence, namely in 1354, when he received the 
commission for the altarpiece of the Strozzi Chapel. These remarks 
are not intended, however, as a contradiction of Bonaini’s opinion, 
but merely to show that no very strong case is made out against 
Vasaii’s assertion that Francesco Traini was Orcagna’s pupil.^ 

The earliest notice of this painter is given by Ciampi, who 
quotes a record in which Francesco del q. Traino paints (1341) 
a banner for the Brotherhood delle Laudi in the church of S. Maria 
Maggiore (? the cathedral of Pisa).^ The only pictures which 
have descended to us are the S. Thomas in S. Catherine of Pisa 
and the S. Dominic with its attendant episodes in the Academy 
of Arts and Seminary of the same city.^ 

The S. Thomas by Traini is a gable altarpiece enlarged to a 
rectangle by modern hands, in which the Dominican inspired by 
the Saviour, Evangelists, and Greek philosophers, triumphs over 
the heretics.^ 

The whole picture is drawn with a careful hair outline within 
which the forms are accurately studied. Length and slenderness 
are characteristic in the figures. Softness rather than power, a 
certain sharpness of features withal, — small hands with long thin 
fingers, reveal in the artist a study of the Sienese rather than of 

^ BoNATNn, vJbi sup.y p. 5 and following. 

2 Bonaini, sup., p. 14. ® Baldinucci, infra, vol. iv., p. 395. 

* Bonaini, ubi sup., p. 14. 

^ pet is certain that Francesco had nothing to do with Orcagna. See 
supra, p- 380, note 3.] 

® Ciampi, ubi sup., p. 117. [See supra, note 4.] 

[Now in the Miiseo Civico Sala iv.. No. 19.] 

® One of the foregroimd figures changed to represent Urban VT., bears 
a scroll inscribed uebantts^sex pisanu,” a modem addition. 
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the Florentine manner. Nor is this impression weakened by the 
peculiarity of the execution, which is strikingly minute and careful, 
even to the smallest details of hair and beard, by the broadly 
folded draperies which, whilst they develop the forms they cover, 
are carried out with patient accuracy, by the gay harmonies of 
the vestments, or by the absence of well-defined masses of light 
and shade. Here, indeed, is a marked defect of Traini. His 
picture is flat and unrelieved, and in this he holds less to the grand 
style of Andrea Orcagna than to the softness, primness, and 
precision of the Sienese school. Yet at the same time Traini is 
not deficient in the art of composition. His space is well dis- 
tributed and filled up, but the composition is of the tender religious 
kind in wRich composure and beatitude prevail ; and generally 
the picture resembles a large miniature. No signature, no date, 
authenticate this altarpiece, but Vasari is profuse in praise of it, 
and finds a charm in its “capricious” arrangement.^ Nor does 
he fail to notice the second production of Traini, which he describes 
as having been executed for a gentleman of the Coscia family, 
whose remains repose in a vault of the chapel of S. Dominic in 
S. Catherine of Pisa. But here Vasari errs no doubt, because, 
as usual, he read the inscription on the altarpiece with too much 
haste. The words at the base of the sides are as foUow^s : 

HOC OPUS PACTUM PUIT TEMPORE DOMINI JOHANNIS COCI 

RII [OPERARIl] OPERE MAJORIS ECCLESIE SANCTE 

MARIE PRO COMUNI PISANO PRO ANIMA DOMINI ALBISI DE 
STATERIIS DE PE . , , SUPRADICTE, PRANCISCUS TRAINI PIN. 

Giovanni Coco, not Coscia, w^as a lawyer who filled the office 
of Anziano at Pisa five times at least, and whose will, dated 1346, 
is still preserved.^ Albizzo delle Statere was one of those astute 
and wary diplomatists whom Pisa so frequently found herself 
obliged to employ at the time when she was threatened alike by 
the hostility of the Florentines and of Castruccio of Lucca. His 
win, dated the 25th of January, 1336, betrays a close intimacy 
with the ablest Dominicans of his time, and one clause of it relates 
to the erection of an altar in S. Catherine of Pisa, for which a 
picture was commissioned of Traini.^ Original records discovered 
and printed by Signor Bonaini, refer to this altarpiece wffiich, it 

^ Vasari, vol. ii., p. 13S- 

® Bokadu, mp,, p. 10. 

® Bonaini, %ibi pp. 11, 12, and 100, and following. 



TRAINI 383 

seems, was partly finished in April 1345, and completed in the 
January following, for the sum of 110 livrcsJ 

The central panel (in the Academy of Pisa) is exclusively devoted 
to the erect figure of S. Dominic grasping the book and the lily. The 
founder of the Inquisition is grave in expression, with features of a 
certain softness ; and his head is drawn by Traini with a fine regular 
outline. The draperies sweep broadly and gracefully round the form, 
which may be classed without hesitation amongst the fine ones of 
the fourteenth century. In the pinnacle, as usual, is the figure of the 
Redeemer in the act of benediction,^ with a round-shaped head, broad 
across the cheekbone, supported on a long neck and enwreathed with 
hair in waving locks. The smiling type, though it has nobleness and 
dignity, is not so much Giottesque as of the older Christian character, 
and is certainly inferior to those of Andrea Orcagna. Traini in this 
respect is more of the kindred of the Sienese Simone Martini, than of 
that of Orcagna. The side panels of the altarpiece, divided severally 
into four, and having double pinnacles in which are the prophets 
Daniel, Isaiah, Jeremiah, and Ezekiel, are devoted to the legend of 
S. Dominic, whose birth forms the subject of the first compartment. 
Giovanni Aza lies wearied with the pains of labour, and attended by 
two females. On the bed, a lap-dog with a lighted taper symbolises, 
in accordance with story, the mission of the new-born babe, whose 
tiny frame, already dignified with a halo, is in the hands of the nurses 
on the foreground. One of them holds him in the basin, whilst a 
second has the clothes ready for him in her hand — a truly natural 
familiar scene, in which human tenderness, affection, and suffering 
are fitly delineated. A long interval has elapsed between this and 
the period of the next scene. S. Dominic supports with both hands 
the falling edifice of the church, whilst to the left, Innocent the Third 
sleeps in pontificals, with his head on his hand, and dreams happily, 
under the guard of two drowsy persons who sleep on the step of the 
bed. Next, SS. Paul and Peter, at the gate of the Lateran, give to 
the kneeHng S. Dominic the staff and the Gospel ; and in the fourth 
episode the saint, amidst a concourse of people, burns the books of 
heretic teachers, whilst the Gospel hangs harmless in the fire. The joy 
of the Dominicans, the rage and despair of the heretics, are equally 
well rendered. In the next series of four, the death and resurrection 
of the youthful Napoleon, nephew of Cardinal Fossanuova, are de- 
picted. The relatives and friends of the youth are grouped round his 
body, which lies stretched on the ground. At his head a female, stoop- 
ing over him, wails and tears her cheeks, whilst the rest are more or 
less affected by the painful nature of the scene, and some children 
peep forward more in curiosity than grief. To the right, the youth 


^ Bonaini, vJbi Slip ., p. 123, 124. 

2 “ EGO SUM LUX MUNDi ” is iiiscribed. 
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revives at the prayer of S. Dominic, and is restored to the Cardinal his 
uncle. This double composition, so full of lively action and expression, 
is essentially Sienese in the character of the faces, in the movement 
and shape of the slender figures. The next scene is a reminiscence of 
the life of S. Dominic, who, whilst before Toulouse, “ that nest of 
Albigenses,” as Bonaini calls it, saves from drowning a boatload of 
pilgrims, too pious to travel by land in the country of heretics. They 
would all have found a watery grave, but that; at the moment of their 
peril, the saint hurries with two of his brethren to the water side, 
and, extending his arms towards them, spiritually attracts them to 
his side and to the safety of land. In the pilgrims one may remark 
that Train! successfully imitated the appearance of persons emerging 
from the water with clammy hair. At the same time, terror in various 
degrees is depicted in the faces. The spectator may next notice 
S. Dominic extended horizontally in the foreground of the picture. 
On his body rest two ladders which are supported above by the Saviour 
and the Virgin, and two angels ascending carry between them the soul 
of the saint in the form of an infant to heaven. This is the dream of 
Guala, prior of Brescia, a prosaic subject rendered with sufficient re- 
ligious sentiment and much simplicity by Traini. The last scene is 
of S. Dominic’s burial in a church, with a concourse of prelates and 
clergy in prayer around him. 

The whole of the altarpiece, but particularly the prophets in 
the pinnacles of the sides, are characterised by the same features 
as those which mark the representation of S. Thomas Aquinas. 
Francesco Traini, to sum up, shows the mixture of the Florentine 
and Sienese manner, the Sienese element overshadowing the 
Florentine. Tenderness and softness were more fully developed 
in him than in Orcagna. He had more religious feehng, but less 
science. He was without doubt a great painter. But Vasari is 
less than unjust towards him. It is a great pity that so little of 
Traini’s life should be known. 

Equally to be regretted is the obscurity which surrounds the 
name of Niccola Tommasi, of whose painting in S. Antonio Abate 
at Naples some notes have been made in the life of Giotto. This 
painter is probably the same whom Sacchetti mentions in his 
account of the debate at S. Miniato upon the vexed question of 
artistic superiority in the middle of the fourteenth century. He 
is recorded with Orcagna and others in the list of the council of 
S. Maria del Fiore in 1366, and is thus proved to have been at 
once the contemporary and the acquaintance of Andrea Orcagna. 
More than this, he was, as has been stated, of the first batch of 
artists who formed the Guild of Painters in Florence. But, most 
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interesting of all, his style has many of the quahties which dis- 
tinguished that of Orcagna. This w^ be admitted on inspection 
of the picture at Naples, executed in 1371, to which reference has 
already been made. Originally a triptych, the altarpiece represents 
in its central part S. Anthony the abbot enthroned between saints.^ 
The latter, at the sides, are much damaged, the central part less 
so. The style is essentially Florentine. The type and character 
of the principal saint is fine, and not without dignity. He wears 
a long white beard, and is well draped in vestments which develop 
a good and manly form. The head of S. John Evangehst, at the 
right side, recalls, like the rest, the manner of Orcagna. This 
work of Niccola Tommasi is indeed as nearly as possible akin to 
those representing S. Giovanni Gualberto, S. Ambrose, and other 
saints at S. Croce in Florence, and the S. Bernard in the Academy 
of Florence, already described in foregoing pages as in the character 
and manner of Orcagna. It is pleasant to rescue an artist of such 
talent from the total obscurity in which he has remained. One 
may conjecture that he was a pupil or at least a companion of 
Orcagna, and one might even ask, is it not possible that he should 
be descended from that Maso whose works are described with praise 
by Ghiberti ? 

Amongst the disciples of Orcagna, Bernardo Nello di Giovanni 
Falconi is noted by Vasari as one whose “ numerous pictures were 
executed for the cathedral of Pisa.” ^ None of these productions 
can now be traced ; nor is the name of NeUo connected with any 
fresco except one of the series of Job, in the Campo Santo. A 
single writer assigns to him the execution of the scene in which 
Job descends from the throne to humble himself before God ; ^ 
but Morrona affirms that, if NeUo did anything at aU to that fresco, 
he only repaired some damage caused by rain.^ 

One picture, dated 1392, is said by Vasari to have illustrated 
Tommaso di Marco, another pupil of Orcagna ; ^ but this work, 
executed at the side of the screen in S. Antonio of Pisa, has dis- 
appeared. 

^ Holding the Gospel in his left hand, and with the right giving the 
blessing. A dais above his head is supported by two angels, whilst at his 
feet two other celestial messengers play upon instruments. In the right 
wing stand S. John the Evangelist and S. Louis, on the left SS. Peter and 
Francis. 

® Vasahi, vol. ii., p. 135. 

3 Cavaliere Totti. See Morrona, vol. ii., p. 205. 

^ Morrona, vol. ii., p. 205. 

® Vasari, vol. ii., p. 135. 
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A faint shadow of the teaching of the son of Cione may be 
noticed in the feeble works of a painter of Pistoia called Giovanni 
di Bartolommeo Cristiani ; but these may be dealt with summarily 
in a future notice of the artists of that city. 

As regards Mariotto, none of the works mentioned by Vasari 
are preserved. 



CHAPTER XXI 

AGNOLO GADDI AND CENNINO CENNINI 

Whilst Orcagna successfuUy raised the standard of Florentine 
art in composition, in colour, and in form, and presented to his 
countrymen the pleasing prospect of artistic qualities hardly 
alloyed with a single fault, the family of the Gaddi studied and 
practised the profession of their ancestors with fruit. They had, 
however, already diverted their attention to mercantile pursuits 
and it became evident that the two occupations could scarcely 
be coexistent in one family. Taddeo had already estabhshed a 
branch of his business in Venice,^ where he kept open house ; and 
Agnolo liis son divided his time between the labours of the brush 
and those of the counting-house. In his youth he had given promise 
of great things. Taddeo, at his death, had left him, as we have 
seen, under the joint tutorship of Giovanni da Milano and of 
Jacopo da Casentino, hoping, says Vasari, that amongst his many 
disciples this son would become the most excellent in painting; 
but Agnolo’s matxue age, far from yielding the expected fruit, 
was marked by a gradual decline.^ He inherited, however, many 
of his father’s talents, and developed others in a measure to which 
Taddeo had not attained. There is no record of his birth, but one 
may infer from his father’s dying wish, as preserved in Vasari,® 
that Agnolo was yet in the age of adolescence when he became 
master of his own actions. That Taddeo was still alive in 1366 
has been ascertained, and that he was the teacher and master of 
his son is rational to suppose ; ^ for Agnolo, although confided 
to the care of Giovanni da Milano, displayed none of that painter’s 
peculiarities, but, on the contrary, preserved, to a great extent, 
a style evidently inherited from his father. Vasari’s error as to 
the date of Taddeo’s death in 1350 naturally led. to the belief that 
Agnolo was already then rising to manhood. But the proofs 

1 Vasaki, voL ii., p. J55. ® Vasaki, vol. ii., p. 150. 

® Ibid., vol. ii., p. 150. 

* Cennini says distinctly that Agnolo was his father’s pupil- Vide note 
to Vasari, vol. ii., p. 158. 
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discovered and published by Rumohr, having established the 
fact that Taddeo lived much longer than his biographer states, 
serve to correct that assertion, at the same time that they cast 
doubts upon some of the facts alleged respecting Agnolo’s life. 
Thus it may be doubted, whether Agnolo really executed, in 1346, 
the repairs of the mosaics in the Baptistery of S. Giovanni at 
Florence,^ and it is safer to believe either that these repairs were 
made later, or that they are due to Taddeo, who was at that time 
eminent as an architect.^ It may also be fair to doubt the assertion 
that Agnolo painted a Coronation of the Vngin for Barone Cappelli 
in 1348, on the high altar of S. Maria Maggiore. It may be inquired 
also, whether he furnished the designs of the church of S. Romolo, 
which* was in process of reconstruction between 1349 and 1356.^ 
His early labours were in the church of S. Jacopo tra’ Fossi at 
Florence, where, representing the Resurrection of Lazarus, he fell 
into that sort of realism which has already been noticed as a 
peculiarity of Giovanni da Milano. Vasari finds something to 
say in favour of a Lazarus Rising from the Grave, with all the marks 
of corruption about him, and with linen stained by the taint of 
putrid flesh ; and he praises the mode in which the apostles express 
their sense of the bad odour by veiling their noses in the hems 
of their garments.^ One might be inclined to say of this mode 
of representation that it is realistic and unworthy of a great artist. 
Certainly Agnolo became convinced of this when he developed 
his manner ; and in his best frescoes there are no traces of a 
similar realism. In 1367 he was employed by the 'proweditore 
of S. Maria del Fiore to furnish designs.^ His next work was the 
decoration of the choir of the Carmine at Florence with scenes 
from the life of the Virgin, painted for the Soderini, and since 
obliterated,® 

The best and probably earliest of his paintings that have been 

^ Vasari, vol. ii., pp. 152-3 ; Richa, Ghiese, vol. v., p. xlii. 

* Vasari, vol. ii., p. 164. The sepulchral monument to Barone Cappelli 
ia described by Richa, who states that it was erected after that nobleman’s 
death, in 1348, by order of his son. Agnolo may have painted for the son 
of Barone Cappelh. Richa notices as in S. Maria Maggiore a S. John the 
Baptist by Agnolo Gaddi (CJiiese, vbi sup., vol. iii., p. 281). 

® Gate, Oarteggio, vbi sup., vol. i., pp. 499, 502-508. Yet Matteo 
ViELAKi, lib. vii„ ^p. 41, supports Vasari’s statement of this fact. 

* Vasari, vol. n. p. 151. ® BAiniNijcci, sup., vol. iv., p. 344. 

* V asar i, vol. ii., p. 151—2. [All these pictures are lost to us. Between 
1382 and 1390 he was at work for the Loggia de’ Lanzi and for the Duomo. 
Cf. Zahn, Jahrhucher fur Ktinsiwissmschaft (Leipsig, 1870), vol. iii., 36-66! 
He was in Prato in 1393. Of. GuASn, Xct CuppeUu IdiqVioriati in Prato 
(Prato, 1871), pp. 6 and 7.] 
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preserved are the frescoes of the Pieve of Prato, in which the two 
legends of the Virgin and of the sacred girdle are depicted in a 
chapel called del Sacro Cingolo.” 


The frescoes jGill the spaces at both ends of a long central aisle, 
the central ceiUngs of two transepts and the vault of the arch leading 
into the building. This arch, opening at one end of the aisle, is sur- 
mounted internally by a fresco which represents the Expulsion of 
J oachim from the temple and the comforting visit of the angel. The 
ends of the transepts, to the spectator’s left as he enters, are divided 
into three courses, each of which contains an episode of the Virgin’s 
life ; in the two lunettes, the Meeting of Joachnn and Anna and the 
Birth of Mary ; in the next course, the Presentation in the Temple 
and the Marriage of Joseph and Mary. In the lowest course are the 
Annunciation and the Nativity. The end of the aisle opposite the 
entrance is decorated, in the lunette, with the Coronation of the Virgin, 
and below, in a double course, with the Death of Mary, her Ascension 
and the gift of her girdle to S. Thomas. According to the legend, 
this holy relic was entrusted by 8. Thomas to one of his trustiest 
followers when he started on bis apostolic mission. It remained in 
the Holy Land for centuries under the care of the descendants of that 
person. In the eleventh century one Michele dei Dagomari, proceed- 
ing with a band of followers from Prato to the Holy Land, became 
enamoured of the daughter of the priest who possessed the relic, and 
obtained at once that sacred treasure and a bride. He shipped both 
on board of a vessel which happily reached the shores of Italy, and 
by a very bold geographical error of Agnolo’s, he landed safely at 
Prato, where he hved for years, preserving with jealous care the holy 
girdle which had been the dowry of his wife. The relic was kept in a 
box beneath his bed, and it was frequently remarked by Michele’s 
domestics that two angels invariably removed him from his bed in the 
night and left him prostrate on the floor. Yet such was Mchele’s 
reverence for the girdle and his anxiety lest it should be stolen, that 
he submitted to this nightly inconvenience patiently till the close of 
his days. Then, however, feeling his end approach, he sent for the 
priest of the church of Prato, gave him the girdle, on condition that it 
shoxdd be preserved in his native city, and it was carried with all 
honour to a fit place in the cathedral. The relic was transferred to 
the chapel of the Sacro Cingolo in 1395.^ The subjects derived by 
Agnolo from this legend are painted in the end of one of the transepts 
to the right of the principal entrance. In the lunette is the Marriage 
of Michele dei Dagomari and the transfer to him of the girdle. La 
the next lower course, the happy pair has arrived and landed at Prato ; 
and the miracle of the angels raising Michele out of bed is represented. 
In the lowest course the death of Michele and the procession of the 


^ As appears from a modem inscriptioii in the cathedral. 
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relic are depicted. In tlie last remaining lunette, Agnolo further de- 
picted the Saviour in the act of benediction ; in the vault of the 
entrance the twelve apostles in medallions ; in the diagonals of the 
first transept the Four Doctors of the Church, and in that of the second 
transept the Four Evangehsts. 


Judgment, talent, and originality were expended by Agnolo 
on this double series of paintings. The fresco of the Expulsion 
is divided into three distinct groups, each of which is well bound 
to the other, and cleverly arranged in the space. Giotto’s maxims 
evidently guided Agnolo in this, and the composition is more per- 
fect in balance and therefore more pleasing than any of Taddeo’s. 
The action of the figures is lively and natural and not exaggerated 
as in the frescoes of Taddeo, and the draperies are remarkable 
for breadth.^ The Meeting of Anna and Joachim is a very fine 
and simple composition, the barren wife being shown falling into 
the arms of her husband.^ 

The usual composition of the Virgin’s Birth is rendered more 
simply and perfectly and with less realism by Agnolo than by 
Giovanni da Milano in the Rinuccini Chapel at Florence.^ A just 
harmony of distribution, animation without exaggerated action, 
mark the figures in the Presentation of Mary in the Temple ; and 
no trace is to be found of the confusion which marks the arrange- 
ment of the same subject by Taddeo in the BaronceUi Chapel, or 
by Giovanni da Milano in the Rinuccini Chapel at S. Croce of 
Florence. The composition, simply Giottesque and of few figures,^ 
is, as such, more pleasing and effective than that of the same 
subject by Ghirlandaio in S. Maria Novella at Florence which 
has in one respect something reminiscent of the picture of Agnolo, 
especially in the figure of the Virgin. 

The Marriage of the Virgin, one of the finest compositions of 
the Giottesque school, is admirably conceived and arranged. It 
is one in which Agnolo replaced the art completely upon the basis 

^ The fresco^ however, much damaged by time and restoring, 

* Anna receiving the angel is depicted in a tower in the distance. Two 
female accompanying her in the principal scene are fine in proportion, 
action, and drapery. 

* The background dress of the figure with the child are damaged. 
The nurses ^ying wi^ the infant are affectionate and pleasing. 

* The Virgin asc^ds the stej^ of the temple tu rning her look on her 
mother. Her gre^ dress is repainted. The dress of the attendant to the 
left of the high priest and the background g^erally have been retouched 
also. Her mother extends a comforting hand. J^oachim is close by near 
two kneelii^ females. In the porch is a band of players and singers. 
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of Giotto’s laws and maxims, and rivalled the simplicity of the 
great regenerator of Italian art.^ 

Agnolo had thus depicted the Sposahzio in a more quiet and 
solemn manner than his father had conceived it. He represented 
the Annunciation with great dignity and tenderness.^ But he 
rendered the Nativity with somewhat unpoetic simphcity.® Close 
by, in the niche of a door to the right, is a figure of the Virgin 
giving suck to the Infant.'^ Time and restorers have totally altered 
the character of the incidents depicted on the wall at the bottom 
of the central aisle. The Death and Ascension of the Virgin, 
the Gift of the Girdle, and the Coronation, are almost all new. 
Enormously damaged likewise are the lunette frescoes illustrating 
the legend of Michele dei Dagomari. 

The type of the Saviour in the act of Benediction in the lunette 
hard by is the favourite one adopted by Agnolo’s contemporary 
Spinello Aretino, a painter who occupies a prominent place in the 
history of Florentine art at the close of the fourteenth century, 
but who belongs to a secondary line of Giottesques who succeeded 
in preserving the mere letter of the great master’s maxims without 
regard for the progress of the time or the rise of a new school. 

In these frescoes it may have been noticed that Agnolo dis- 

^ The blue dress of the high priest is new. In the arrangement of the 
scene, the porch, under which the high priest stands to unite the pair, is 
placed with much judgment on the extreme right of the picture. Joseph 
and Mary join hands. Both are young, and the Virgin especially has an 
active contented look. Three bystanders, two male and one female stand, 
in the porch. To the left of S. Joseph is a noble figure near which the guests 
and suite are arranged in groups of three and four in composed attitudes, 
or animated movements, with rustling draperies. The procession is closed 
by a company of young girls and two trumpeters. In the centre of the 
foreground, two youths break the twigs ; and the flowering rod is carried by 
one on the left. In the background the houses are crowd^ with spectators. 
The greens of dresses and the yellows are all repainted ; and in the distance, 
part of the houses and sky is restored to the detriment of the general haraaony. 

2 He placed the Virgin on a high seat. She has dropped her bwk at 
the approach of the angel who bends before her, carrying the lily in one 
hand and pcnnting with the other. She receives a ray and the dove of the 
Holy Ghost from the Eternal looking down from a glory of angels. The 
mantle and tunic of the Virgin, the background are new. 

3 The Virgin mis in the centre with the infant Saviour on her knee. The 
ox and ass are at the bottom of the shed, two angels in the air at e^h side 
of the prindpal group. Above and outside is a choir of four dandng and 
two playing angels. Jc^ph ats p^imve on the ass’s saddle on the left fore- 
ground, whilst a ^epherd entering at the same side with his flock, bends 
fowly. To the right, another pastor kneels. In th^ distance the angel 
brings the tidings to the shepherds. 

* The blue of the Virgin’s mantle is new as well as the dresses of the 
angds and of S. Joseph. The heads of the shepherds and the sky are much 
dmnaged. All tlie gold ornament and nimbt^ss are new. 
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played better talents as a composer than his father Taddeo, and 
that he exhibited a spark of the true Giottesque feeling. It must 
be admitted also that he gave more repose and dignity and more 
nature and individuality to his figures. He did not exaggerate 
in the direction of slenderness, and his general outhnes were at 
once more graceful, more true and grand than those of his father. 
Whilst Taddeo was conventional in composition, Agnolo created 
and imagined something more than the past had yielded. As a 
draughtsman he was free and bold, defining everything equally. 
But though he did not exhibit habitual neglect of detail in the 
extremities and articulations of the human figure, he did not 
deserve praise for invariable correctness. He frequently failed 
to define form truly; and whilst the best of his figures are still 
below the standard of Giotto, certain forms are purposely and 
persistently false. The eyes are drawn according to a conventional 
model ; the noses are straight and narrow and expanded flatly 
at the end; and the mouths generally droop at the corners. It 
is indeed surprising how totally a head with a fine external outline 
was spoilt by Agnolo’s neglect of truth in the details of the features. 
In the drawing of hands and feet he bestowed more care, but he 
evidently never possessed the clear comprehension of the nature 
of the forms he depicted. His hands are defective and coarse ; 
the fingers are short, broken and angular at the joints, and mechani- 
cally executed. The folds of the flesh are indicated by lines, and 
in this his faults are those prominent in Spinello. As a colourist 
Agnolo was bold. His tones are bright, clear, light, and trans- 
parent, and he shows a feehng for the true nature of harmonies. 
His idea of relief was greater than that of Taddeo. On the whole, 
however, he was inferior to Orcagna ; and the unity of talent which 
characterised the son of done v^as not conspicuous in the last 
scion of the Gaddi. At a distance his frescoes at Prato are im- 
posing, but they bear no close analysis ; and this is . a proof that 
the art in his hands had in a certain sense degenerated and become 
decorative. Vasari very fairly characterises the style of Agnolo ; 
and it will be seen in the sequel that the frescoes of Prato contain 
only in germ defects which were developed to a marked extent 
in the decorations of the choir of S. Croce at Florence where the 
boldness of a practi^ hand is allied to defective design, 

Prato is at no great distance from Florence, and ignolo Gaddi 
has left th^ traces considerable labours.^ There are v^tiges 

^ Vasabi says Im left wo^rks m ehurobes oi that ktiid (voL iL, p. 154 }. 



FEESCOES OF THE ALBERTI CHAPEL 393 


of paintings at the comers of many streets, the character of which 
cannot be safely defined ; but in the Via dei Tintori, a tabernacle 
with shutters, in which the Virgin is depicted amongst saints, 
presents all the character of a fresco by Agnolo. In his style 
also is a Virgin erect, with the infant Saviour between saints and 
angels,^ in a tabernacle at the comer of the Strada al Ceppo and 
Via della Pilota. Similar tabernacles, much damaged by time, 
are to be seen in the neighbourhood, and are hardly worthy the 
trouble of examination. But at Figline, three miles from the 
town, is one appended to a house, belonging to the Pini family, 
where the manner of Agnolo may be traced with certainty in a 
Conception between saints,^ a Christ in the act of Benediction, 
and an Annunciation. The fresco of the Conception,® though 
much damaged by exposure, has not been retouched, and affords 
a favourable example of Agnolo’s talent in producing clear and 
bright transparent colour. The type of the Virgin is peculiarly 
graceful, that of the angel full of softness. Both are preferable 
to those of the chapel at Prato. The heads of the saints at the 
sides of the tabernacle are powerfully delineated, and the style 
generally indicates a contact with Spinello of Arezzo. 

In the choir of S. Croce at Florence, Agnolo, at the request 
of Jacobo degli Alberti,^ painted in eight frescoes the weU-known 
Legend of the Cross, from the moment when the Archangel Michael 
presents to Seth a branch of the Tree of Emowledge to that in 
which the Emperor Heraclius enters Jerusalem. 

In the first compartment to the right of the entrance, the archangel 
presents to Seth a branch of the Tree of Knowledge ; ^ whilst on the 
foreground Adam hes dead and Seth, in the presence of his relatives, 
plants the branch upon the tomb. Next appears the Queen of Sheba 
kneeling with her suite by the pool, at the opposite side of which 
carpenters are at work striving to fashion the wood of the tree. 
Further on, the wood is sunk in the pool by order of Solomon. In a 
fourth compartment the Empress Helen kneels with two dames behind 
her in the midst of her guard, whilst the Cross is taken up by three 
persons, and a sick youth rises in bed, healed by its virtue. On the 

^ The Magdalen and another saint with four aa^ls above. 

® Right and left in niches, SS. John the Baptist, Stephen, and Anthony 
the abbot, partly obliterated. 

® The subject and afrangenaent of the fig^nes may be found in a Con- 
ception given to Masaccio at the Academy of Fine Arts at Florence, Sala III., 
No. 70. 

* Vasabi, vol. ii., p. 152, and Richa, Ckiese, voL i., p. 295. 

* The angel is newly repainted. 
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riglit again, the Cross is erected by a number of men in natural motion, 
before the Empress. On the left side of the choir the subject is con- 
tinued, the angel appearing to Heraclius being represented in the 
third Icesco- In the fourth, the decapitation of Chosroes is depicted ; 
and Heraclius enters Jerusalem carrying the Cross on his shoulders. 

In the right-hand corner of this fresco, near a gate, says Vasari, 
is a portrait of Agnolo Gaddi painted by himself in a red hood and 
with a small painted beard, according to the fashion of the tirne.i 
This figure stiU exists, and may be seen near the Emperor Heraclius 
in the place mentioned by Vasari. Though a little younger than the 
likeness given by the Aretine in his lives, the features are the same 
in both, and the appearance of Agnolo is that of a man of fifty or fifty- 
five. Between the windows of the choir are figures of saints, and 
above them angels and ornaments. In the painted frames of the 
frescoes are lozenges containing personages. In six triangular com- 
partments of the ceiling are S. Francis erect in an almond-shaped 
glory, S. John the Baptist erect with the Cross in his left hand and 
giving a blessing, and the Four Evangelists hkewise erect with their 
symbols, all on a ground of blue studded with stars. 

The impression made by the whole of these decorative paintings 
is that of an imposing work. Enough remains of a gay and lively 
colour to please the eye, and to satisfy the spectator that Agnolo 
was able with his brush. The compositions, surcharged at times, 
still do honour to the master. The figures, those in the ceiling 
particularly, are not deficient in grandeur, in beauty of character, 
choice of features, or movement. The draperies have a marked 
breadth of fold. Agnolo shows that he "was a perfect decorator, 
that he knew the value of distance for the production of effect, 
and of choice of colour for charming the eye. He created here 
a great harmony, and was thus more captivating than his father. 
He displayed that breadth and certainty of hand which reveal 
the experienced artist. But in the words of Vasari, ‘‘ he executed 
this work with a practised hand, but with poor design.’^ The 
drawing may, indeed, be emphatically called bad ; and in these 
frescos, Agnolo brought out into broad light the defects of which 
the germs are only noticeable in those of Prato ; thus showing 
that he inherited some of the faults prominent already in the 
frescoes which his father had executed in S. Croce. StiU less 
than those of Prato will the frescoes of the Alberti Chapel bear 
olom inspection. But, on the other hand, the colour wiU charm 
by ife dadi and clear brilliancy, and by the varied costumes w’hich 


^ Vasaki, voL ii., p. 159. 
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give interest to the figure.^ Neither better nor worse than these 
frescoes is the Virgin and Child between S. Augastine and S. Peter 
by Agnolo, in a lunette inside the door leading from the church 
to the convent of S. Spirito at Florence. Of equal value is the 
altarpiece of the church of S. Pancrazio now in the Academy of 
Arts at Florence,^ in which Agnolo represented the Virgin and 
Child in a glory of graceful angels, between saints,^ one of which, 
S. Beparata, is a square figure, as, indeed, are most of those in 
the altarpiece. The Virgin has a vulgar face, but a graceful action. 
As for the rest, the draperies are massive and fine. Above these 
figures are fourteen half saints in niches, and below, seven scenes 
from the life of the Madonna, or rather six ; for that which 
occupied the space beneath the figure of the Baptist is gone. 
These compositions begin as usual with the Expulsion of Joachim 
from the Temple and, being small, display, as Vasari truly remarks, 
better qualities than usual.^ They are tastefully arranged minia- 
tures, soft, rosy, and clear in colour,® but still painted in with a 
bold hand.® A Virgin and Child betvreen saints in the Chiostro 
Verde of S. Maria Novella is much in the character of that which 
of old hung in S. Pancrazio, but less interesting, because the 
surface has been flayed and the flesh tints are reduced to the 
primitive preparation. In the chapel of the church of S. Spirito, 
where the author Piero Vittori is buried, is an altarpiece of four 
figures in the same style ; and persons unable to visit Italy may 
notice a similar manner in a Virgin and Child assigned to Giotto 
in the Gallery of Berlin.^ By Agnolo also is a Virgin and Child 
with saints in the Gallery of Prato.® Inferior to Agnolo’s works 
in execution, but displaying evident efforts at imitation of his 
style is a Coronation of the Virgin, assigned to Ugolino of Siena, 
formerly in S. Maria Novella, now in the Academy of Arts at 


1 The arms of the Alberti are in the chapel. 

2 [Sala Prima, No. 127- This may well be the work of Bernardo Baddi.] 
® The Evan^^elist, whose mantle has lost its colour, SS. Nereo, Pancrazio, 

and John the baptist, whose red mantle is also obliterated, Achilleo and 
Beparata. Both the S. Johns are turned towards the Virgin, and the 
Baptist has the character and draperies of that by Agnolo in the ceiling of 
the Alberti Chapel. S. Beparata in a diadem holds a banner. 

* Vasabi, vol. ii., p. 153-4. 

* The tones seem to have assumed this rosy hue since the disappearance 

of colouring glazes. , 

* In the Cappella Castellani at S. Croce a double ceiling decorated with 
the Four Evangelists and Four Doctors of the Church d^plays much the style 
of Agnolo as it may be found in the frescoes of the choir of the same church. 

’^'^No. 1040 Berlin Oatal. 

8 SS. Francas, Bartholomew, Catherine of Alexandria, and the Evangelist. 
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Florence.’^ One can hardly understand how Vasari should attribute 
to the patriarch of Sienese painters a picture so evidently by an 
imitator of Agnolo Gaddi, coloured in light tones and defective as 
regards the character of the heads. That Agnolo had many 
imitators is evident from another Virgin and Saints ^ in the same 
gallery, whither it was brought from the convent of S. Matteo 
in Arcetri of Florence, much damaged, and less valuable even 
than the foregoing, but still displaying the education of Agnolo’s 
school. The signature ‘‘ puccius simonis tlor. pinxit hoc opus ” 
is the only clue to an obscure and not talented follower of Agnolo 
Gaddi. Equally obscure and only known from the signature of 
a Coronation of the Virgin, with S. John the Baptist and S. Martin 
at the sides, in the hands of Signor Corvisieri at Rome, is one 
Matteo Pacini, whose name is found in the inscription at the base 
of the triptych: “anni domusti 1360 mateus pactni me pestxit 
ADI 20 Di MARZO.” This picture is in the style of the Gaddi, 
ill-composed of ugly figures and heavily coloured. Matteo Pacini 
appears in the register of Florentine painters in 1374.^ Frescoes 
with no higher claim to attention than this work of Pacini, and 
though in the same manner still probably by another hand, may 
be seen in the church of S. Sisto Vecchio at Rome, where they 
have been recently discovered between the choir and the walls of 
the older portions of the edifice. One of the subjects is the Descent 
of the Holy Spirit, with saints ^ beneath it, under painted niches, 
of which only vestiges remain. These defective wurks may date 
as far back as the close of the fourteenth, or rise of the fifteenth 
century. 

Amongst Agnolo Gaddi’s pupils, Vasari names Giovanni the 
second son of Taddeo,® who lived but a short space, and who after 
painting certain frescoes in S. Spirito which time has not spared, 
was removed by death from the practice of an art which he seemed 
destined to pursue with success.® Fea, who described with more 
industry than critical acumen the Basilica of Assisi, pretends to 
have discovered there a Crucifixion with the usual figures of Mary 

1 [SaJa I. del Beato Angelico, No. 274.] 

* [SaJa III. del Beato Angelico, No. 130.] The picture represents the 
Virgin and Child (all repainted) between SS. Onofrio, Lorenzo, James, and 
Bartholomew. 

® Goal A TOT, Memone Orig,, Ser. 6, p. 186. 

* SS. I>ominic, Antliony, John the Baptist, Paul, and others. 

® [G/. OitowE and Cavalcaselle (Italian Edition), p. 102 et seg,} 

* Vasabi, v<^ ii., p. 156. 
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and the Evangelist, by Giovanni. But in all the frescoes or pictures 
of the sanctuary, not one presents the character of the time or 
of the manner of Agnolo Gaddi.^ The same authority vouches 
for the fact that the fresco of the Massacre of the Innocents, in 
the south transept of the Lower Church of Assisi, was by one 
Giacomo Gaddi. It may be sufficient to remember and to repeat 
that the fresco in question, which is one of those assigned by 
Rumohr to Giovanni da Milano and in these pages to Giotto, 
could not possibly have been painted by any of the pupils of 
Taddeo Gaddi. In Venice and in the states of the republic where 
Taddeo had a branch of his mercantile house and where, according 
to Vasari, Agnolo spent some of his time, there are very few traces 
of their art, and it would appear that they devoted themselves 
specially to trade. The only painting in Venice which displays 
the style of the Gaddi is a pediment now attached to an altar- 
piece by Antonio and Giovanni da Murano in the chapel of 
S. Terasio of S. Zaccaria. Here is a half figure of S. Stephen 
with three somewhat damaged scenes from his life at each side. 
In the Venetian state, traces of a style derived from the school 
of the Gaddi may be found in the paintings of the Gappella Vecchia 
in the castle of S. Salvatore near Conegliano. In this chapel, 
erected and decorated by the family of Colalto, the walls are filled 
vdth scenes from the life of the Virgin, the Passion of Christ and 
the miracles of a sainted bishop. Though damaged in part and 
of a low order, these frescoes are impressed with the stamp of 
the Florentine school of the close of the fourteenth century, and 
particularly of that of Agnolo. They are paintings of less merit 
than the Giottesque wor^ at Rimini, and those along the coast 
of the Adriatic, but of the same pictorial class. The artist was 
a bad composer and exhibits poverty in the choice of types and 
forms. In the technical detail of his work he had something in 
common with such Paduan and Venetian painters as Guariento, 
Semitecolo, Stefano, and Lorenzo. He was probably a Venetian 
who had studied in the school of the Gaddi, but who preserved 
the old Byzantine habit of round gazing eyes, to be found in 
Guariento. Florentine art, it must be remembered, penetrated 
far into North Italy, through Justus Menabuoi who lived at Padua 
in 1397, and who bears the stamp of the Gaddi school. As usual, 
the historian has to register a number of works which have not 

^ See quotation from Fea’s Daacrizione della Basilica Assisi in note 3 
to Vasabi, voi. ii., p. 156. 
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survived to the present time, such as the scenes of the life of 
S. Louis in the Bardi Chapel at S. Croce, ^ the frescoes in S. Eomeo, 
and the Dispute of the Doctors in Orsanmichele.^ Agnolo was 
first registered as a painter at Florence in 1387, the year in which, 
according to Vasari, his death occiured. It is known, however, 
by records that in 1390,^ he received a commission for the execution 
of a monument to Piero Farnese, at S. Maria del Fiore ; ^ and 
the Strozzi records prove that he was employed during 1394 and 
1395, on the production of an altarpiece in S. Miniato al Monte.® 
At his death his brother and heir claimed and received fifty florins 
remaining due for this work.® He died in October 1396,^ and 
was buried in S. Croce at Florence on the sixteenth of that 
month.® 

Chief amongst his pupils was Antonio of Ferrara, whose pictures 
shall be noticed amongst those of other artists of his native city, 
Stefano of Verona, Piero da Perugia, a miniaturist of whom no 
trace has been preserved, Michele or Michelino of Milan, whose 
remaining works shall find a place in a short notice of Milanese 
art, and Cennino di Drea Cennini, born at CoUe di Val d’Elsa, 
better known as the author of a manuscript w'ork on the technical 
process of painting in the fourteenth century than as a painter. 

^ Vasabi, vol. ii., p. 152. 

® Noticed by Balddojcci, voL iv., p. 343, as still in existence, beneath 
the oi^an and near the sacristy. 

® .^nolo was married to Johanna, daughter of one Landozzi Loli. She 
was stiU living in 1404. Vide BALUimrooi, vol. iv., p. 346. 

* BALDnrcrccr, vhiaup., vol. iv., p. 344. Rioba, Ohieae Fior., vol. i., p. 297, 
assigns to Agnolo the design of the church at Orbatello at Florence, and 
notea (vol. ii., p. 35) a Madonna by him in S. Bomolo. 

® 1394. A^olo di Taddeo G^di receives 20 flor. part payment for the 
altarpiece he is painting at S. Miniato. 

1395. He receives further sums on account. MSS. Stbozzi in Cenni 
Su>rico-arU8Uciy &c. di S. Miniato by Aw. Gio. Felice Berti (Florence, 
1850), p. 155. 

* Ibid., same page. 

See Gaetano and Carlo MHanesi’s Ed. of Cennino Cennxnt (Florence, 
1859), note to p. x. 

* [An altarpiece undoubtedly from the hand of Agnolo Gaddi stands on 
the altar of the wayside chapel of S. Caterina, about two miles from Antella 
towards Florence. It seems to me one of the loveliest of his works. The 
colours are brilliant and the whole picture delightful. The photograph I 
give will serve better than any description. This Cappella di A Caterina, 
near Antella, is entirely painted in fresco by Spinello Aretino. But it apj>ears 
to be greatly neglect^ When I was there in September 1907 the place 
was v^ry damp, an enormous heap of fiaachi covered the floor three feet 
deep, and chickens and such were fluttering about. As this chapel, quite 
unfaiown to the tourist, is one of the chief delights of the country round 
Florence, which ib full of similar tmknown treasxires, it ought to be properly 
eared for.} 
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We are indebted to himself for the statement, ^ that for twelve 
years he was Agnolo Gaddi’s disciple ; and the receipts which he 
gives for various processes of art were no doubt obtained from 
his master. His manuscript has been published by Tambroni, 
edited by the brothers Milanesi at Florence, and translated into 
English by Mrs. Merrifield, and it has received an admirable 
comment from Sir Charles Eastlake. It proves amongst other 
things the existence of painting in oil in Italy during the fourteenth 
century upon a system tedious, costly, and seldom employed but 
for subordinate parts of pictures.^ 

The only fresco which Vasari could assign to him was one 
representing the Virgin and Saints in the portico of the Hospital 
of S. Giovanni Battista at Florence, an edifice not commenced 
till after 1376 by Bonifazio Lupi, Marquis of Soragna, to whom 
Padua owed some of her monuments. It was altered and restored 
in 1787, and the frescoes have disappeared. That Bonifazio Lupi 
was a patron of Cennino seems likely from the fact that the painter 
spent the greater part of his life in Padua, where he married Donna 
Ricca della Ricca, bom in the neighbouring village of Cittadella. 
There are records which prove the existence of Cennino and his 
wife in Padua, in 1398, and his acquaintance with Francesco da 
Carrara, for whom he may have performed artistic labours. It 
is not improbable that he left Florence in 1396 after the death of 
Agnolo Gaddi, and remained in Lombardy till his death, his name 
being absent from the roll of Florentine painters. No pictorial 
creations of his are now known in Padua ; but if his style should 
be sought anywhere in that city, one might suggest the Salone 
as a place where Giottesque character is traceable.® The only 
frescoes which seem entitled to attention in connection with the 
name of Cennino are a series representing scenes from the life of 
the Redeemer and the Finding of the Cross, in the church of the 
Compagnia della Croce di Giomo at Volterra, a church contiguous 
to that of S. Francesco, and built in 1315, as appears from -an 

^ Published in the first chapter of the MS. in. question. 

® See Sir Charles Eastlake’s admirable deductions from this manuscript 
in Materiala for a IBiatory of Oil-painting (Svo, Lend., 1847), p. 71. [A better 
English edition of this work has been published by George Allen, namely. 
The Booh of the Art of Cennino Cenmni, translated with notes by Mrs. 
Herringham (1899).] 

® See Gaetano and Carlo Milanesi’s edition of Cenotsi, vJbi sup., where 
two records of 1398 are given in full (Preface), and it is suggested that the 
IVeatise was written at Padua, not in the Stinche at Florence, inasmuch as 
the reference to the execution of one of the MS. of the Trattato in the Stinche 
is probably due to a copjdst and not to Cennino. 
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inscription on marble within it, by Mone Tidicigi for the repose 
of the soul of her brother Marcuccio. Amongst the subjects 
represented on the walls is the Massacre of the Innocents, beneath 
which the following inscription may still be read : 

NEL MCCCCX ALOGHERONO QUESTI BELLA COMPAGNIA TtJTTE QUESTE 
STORIE A CIENNI DI FRANCESCO BI SEE CIENNI BA FIRENZE, ECCIETO 
QUATRO EVANGELISTI SONO BI JACOPO BA FIRENZE. 

It may be inquired whether the Cienni of this inscription and 
the Gennino of Vasari are the same person.^ The painter of these 
Volterran frescoes is confessedly a Florentine, his manner is certainly 
derived from the school of Agnolo Gaddi. The frescoes have the 
appearance of those at S. Croce, and resemble them in miniature. 
The same composition, features, head-dresses, and costumes may 
be found repeated ; but the Volterran frescoes, though gay in 
colour and revealing a certain force, are by an inferior hand, 
imitating the manner of the last of the Gaddi. It would be curious 
were it proved that two pupils of Agnolo existed at the same period 
in Florence who bore almost the same name. It is much more 
natural to beheve that the author of the Volterran frescoes is the 
Cennino of Vasari. Be the truth in this respect what it may, the 
Cienni of Volterra may be traced in other Italian cities. In the 
ex-church of S. Lorenzo at S. Gimignano,^ a vault now used as 
a cellar contains vestiges of paintings in the same style, and it is 
still possible to trace a Last Judgment in which figures of the 
Redeemer, the Virgin, and the apostles are visible. A Crucifixion 
in the same manner, with four saints at the foot of the Cross, may 
be seen in the Oratorio di S. Lorenzo in the same city, and a 
Virgin and Child in the Pretorio falsely assigned to Lippo Memmi. 
The list may be further swelled by a fresco of S. Francis with 
S. Chiara, angels and allegorical figures, in a niche within the 
first chapel to the right in the church of the ex-convent of S. Fran- 
cesco at Castel Fiorentmo, The whole of these pieces are by the 
same author, an artist who executed figures rivalling in slenderness, 
and but slightly inferior to those of the Bicci and Parri Spinelh.® 

^ Bumohr seems to have no doubt that they are identical. See his note 
to Lxtdwig Sghoen’s Vasari, %ibi mp.y vol, i., p. 337. 

® Now a private house belonging to Signore Vittore Vecchi. 

® [On Cennino Cemiini, see Nomi, Della vita e deUe Opere di C. Q. (Siena, 
1892). In the XJfiizi, in the first long Gallery, No. 42, is a picture of Madonna 
with S. Pet^ and S. John Baptist attributed to Cennino. It was bought 
from Cav. Giuseppe Toseanelli, and is mueh repainted.] 



CHAPTER XXII 

ANTONIO VENEZIANO 

The merit of having maintained the impulse given to Giottesque 
art at Florence may be more justly assigned to Antonio Veneziano, 
than to Agnolo Gaddi. These painters were contemporaries ; and 
though it might be inferred, from a passage of Vasari, that the 
former was a pupil of the latter, the test of style decides in favour 
of Taddeo as the real master of Antonio. BeJdinucci, true to his 
aim of making all great painters in the fourteenth century Floren- 
tines, claims Antonio as a Tuscan, and supports himself on certain 
written records in the Strozzi collection ; i but he seems to have 
confounded two artists of the same name who lived at different 
periods.® Our curiosity and surprise may be justly excited when 
we find that, in spite of Giotto’s long stay at Padua in the rise 
of the century, and that of the Gaddi in Venice at its close, no 
trace of Florentine art is to be found in the provinces of Venice 
until Giusto di Giovanni Menabuoi, the contemporary of Antonio 
Veneziano, established himself. We may admit the grandeur and 
interest of the works of Altichiero of Verona, and of Jacopo ; 
but it remains not the less true that Venetian art retained a local 
aspect during the greater part of the fourteenth century, and 
preserved the old Byzantine character. In the fifteenth century, 
strangers such as Gentile da Fabriano and Antonello da M essina. 
introduced other elements ; yet up to the period of the Bellini 

^ Which he does not print however. See vol iv., p. 376. 

2 There aie indeed in the Academy of the Fine Arts at Venice four figures 
of S. Philip of Florence, S. Peregrine of Forli, S. Augustine and a Pope, executed 
by one who signs himself “Antonius de Florentia pinxit,” a painter of a 
later manner, Sala IV., No. 16, 17, 18, 19. The Strozzi records may refer 
to this Antonio who lived half a century after Antonio Veneziano. Had 
Baldinucci merely supported his theory by a reference to the painter’s style, 
and had not records been found to prove that Antonio was a Vaietian, no 
one would have hesitated to believe him. The frescoes of Antonio are 
Florentine in every sense — in feeling, in arrangement, and technical execution. 
Not a trace of the old Venetian manner is to be found in them. On the 
other hand, it might be asked, was a Florentine style to be obtained at the 
time of Agnolo Gaiddi, in provinces where the influence of Giotto and that 
of his disciples had not extended ? 
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and of Mantegna, the Oriental style prevailed in Venice and its 
provinces. Antonio Veneziano, being in manner a Tuscan, must 
therefore have been educated far away from his native place. 
His baptismal name and that of his father are revealed in Sienese 
and Pisan records as Antonio Francisci de Venetiis. His family 
name was probably Longhi.^ A work of very little artistic 
importance exists at Palermo, in the brotherhood of S. Niccolh 
Reale, near the church of S. Francesco, which is of some value 
in its bearing on the history and name of Antonio. This picture is 
inscribed “ an . . nio lo . . . da vinexia pinxit MCCCLxxxvm.” 
It has the same character as the frescoes of the Campo Santo, 
executed in 1386-87 by Antonio Francisci di Venetiis. The 
earliest authentic record of this painter is in the archives of Siena. 
It shows Antonio labouring, in October 1370, on the ceihngs ^ 
of the cathedral in company with Andrea Vanni.^ His life previous 
to that time is sketched by Vasari, and seems to have had its 
mishaps and heartburnings. 


Having taken up his residence at Florence to learn painting under 
Agnolo Gaddi, he mastered a good style, for which, as well as for other 
qualities and virtue, he was loved and esteemed by the Florentines. 
Willing to derive from his labours a grateful fruit in his native city* 
he returned to Venice, where, thanks to the many productions of his 
brush in tempera and in fresco, he formed a connection, and was com- 
missioned by the government to paint one of the faces of the Council 
Hall. This work was executed with such excellence and conducted 
with such majesty, that it deserved, and would doubtless have re- 
ceived, an honourable reward, had not the emulation, or rather the 
envy of artists, and the favour extended by certain gentlemen to 
foreign painters caused matters to take a different turn. The result 
was that the unfortunate Antonio returned humbled to Florence 
and reived not only to abandon Venice for ever, but to make 
Floren^ his home. Having thus taken his resolution and fixed his 
abode m the city, he painted on an arch of the cloisters in S Spirito 
C^t Calling Peter and Andrew from their Nets, and Zebedee and 
ms Sons, and, beneath the three arcades adorned by Stefano the 
Miracle of the Loaves and Fishes, in which he exhibited the greatest 
dihpnce and care, giving to the face of the Saviour features impressed 
mth compassion for the crowd about him and an ardent charity in 
dispensmg the bread. Admirable in the same picture was the gesture 


[ais IS improbable it seems. Gf, Di Marzo, La PiUura in Palermo nel 
Rtnaacmento (Palermo, 1899 ), p. 48 et eeq.l Palermo nel 

* Sienese style. 

^ siffp.y voL i., p. 305 . 

“I>iebx> a Agnolo Gaddi.” Vasari, vol, ii., p. 17 l, 
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of an apostle, who, with wonderful tenderness, wearied himself in the 
distribution of the bread in a basket. Artists might, indeed, learn 
from this work that figures should ever be painted as if conversing, 
failing which they cannot please. This Antonio again demonstrated 
in a fresco on the front of the same edifice, in which he executed the 
incident of the Manna with such diligence and such care of finish that 
it deserved truly to be called excellent. At a later period he painted 
in a predella for the high altar, in S. Stefano al Ponte Vecchio, scenes 
of the life of S. Stephen with such tenderness that it is not possible to 
find more graceful or finer figures even were they in miniatures. He 
also painted the arch above the entrance to S. Antonio al Ponte alia 
Carraia.^ 

This narrative, written wdth Vasari’s usual elegance and choice 
of expression, cannot be accepted wdth implicit confidence. It 
may be true that Antonio had to submit to humiliation and trouble 
at Venice. Lrocal historians are, however, silent with respect to 
him, and the frescoes of the Council Hall are no longer in existence. 
Of the works mentioned in Florence not one remains. The dates 
of Antonio’s employment at Siena and in Pisa reveal a contemporary, 
hardly a pupil, of Agnolo Gaddi ; and the truth of this theory is 
confirmed by the examination of the frescoes executed at Pisa in 
1386-87, in which Antonio shows that he studied nature wdth 
industry, and succeeded in reproducing form in aU its details wdth 
considerable fidelity and realism. He emulated in this Giovanni 
da Milano and Giottino, whilst in composition, his tendency to 
reproduce attitudes and movements more natural than choice or 
noble, deprived him of the grandeur of the earlier Giottesques. 
The conventionalism, which they corrected only in part by deep 
rehgious sentiment and dignified severity of mien, was, it is true, 
avoided by Antonio; but, whilst their art was subordinate to a 
lofty idea, to an aim corresponding with the fervour of religion, 
that of Antonio had no better moving principle than imitation 
of nature. Yet Antonio could pursue that imitation in many 
moods, and he thus forms an important link in the chain w^hich 
unites Orcagna to Masolino, Angelico, and Mas^ecio. Through 
him one may trace the passage from the art of the fourteenth 
century to that which, taking a newer garb, became in the 
fifteenth century that of form. Antonio excelled comparatively, 
as Vasari truly says, in the sweet and tender mood. He had as 
a colourist the qualities of Giovanni da Milano and Giottino, much 
lightness and transparence united to gaiety and force. In technical 
1 Vasaki, vol. ii., pp. 171 to 173. 



404 HISTORY OF PAINTING IN ITALY 

execution he marked a period of progress. He used methods 
of glazing, such as may be found later in Masolino and Angelico, 
the same as those which Masaccio improved. His works are 
unfortunately scarce, though less so than those of Starnina his 
pupil, who almost fails in the great chain of progress in Florentine 
art. 

In the records of the Campo Santo of Pisa it is written that 
Antonio, on the tenth of April 1386, received 135 florins of gold 
from the operario on account for three stories from the life of 
S. Raineri, to be executed by him at the rate of seventy florins 
for each story.^ This saint was in great honour at Pisa, where 
he had lived in the twelfth century, and the early scenes of his 
legend had been illustrated on the walls of the Campo Santo, by 
Andrea of Florence, before Antonio was called to Pisa. 

That portion of the story which refers to his departure from 
the Holy Land, his arrival, miracles, and death at Pisa, was repre- 
sented by Antonio, and is described by Vasari as the finest and 
best work in the Campo Santo, but time has severely ill-treated 
it, and many parts are almost entirely obliterated. 

Of the Embarkation, which is the first incident in the series, little 
remains.^ The landing is then imagined as having taken place. On 
the shore sits an angler fishing. The saint performs the Miracle of 
the Wine and Water. The host, of slender and attenuated frame, ^ 
starts back surprised as he sees the water separating from the wine 
which he pours into the flap of Raineri’s dress ; and the saint, pointing 
to the devil on a cask behind the host, seems to threaten him with 
eternal flames for his dishonesty.^ A dame kneels to the spectator’s 
left of Raineri, an old man sits to the right, pensive, whilst a group of 
divers persons stands around. The dame, of a graceful shape, is an 
accurate study of nature, and reveals in the painter a careful search 
for truth of form even in details ; and we thus trace in Antonio the 
forerunner of Masolino and Masaccio. The saint is gentle in action, 
and has regular and pleasing features; and the remaining figures 
form a group full of interest. The aged man sitting pensive on the 

1 CiAMPi, vbi sup., p. 151, and Forsteb, Beitrage, pp. 117, 118. 

* But the outline of the figure of Raineri, two camels, and part of the 
buildings of a city. In the air may stiU be noticed the Redeemer in a circular 
glory, pointing out to the saint the direction of his journey. On the sea 
beneath, a bark in full sail runs before the wind, and contains Raineri and 
five mariners in various and lifelike attitudes. The head of S. Raineri is, 
however, obliterated, and, with the exception of a mariner near the saint, 
file remifining figures are repainted. 

® Vasari, who writes from memory, naturally conceives the host to be 
portly. 

* The devil is represented in the shape of a cat, but this figure is repainted. 
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foreground is well preserved. He wears a sort of turban, and may 
remind tbe spectator of figures painted by Taddeo and Agnolo Gaddi. 
As the angler parts the group of the miracle from that of the embarka- 
tion, so the pensive old man separates that of the miracle from a third 
scene in which the canons of Pisa give hospitahty to Raineri. The 
scene is an elegant verandah, supported by slender pillars, in which a 
table is laid, at the head of which, to the right, sits Raineri in the act 
of benediction. Three guests are at the board, which is served by 
three or four monks, one of whom is seen coming down a flight of 
steps with a dish in his hand. Two fowls hang on a nail in the land- 
ing. The architecture of the verandah and of the convent on which it 
leans, is carefully executed ; and the forms are made out with sharp- 
ness and precision. All the knowledge of perspective attained in 
Antonio’s time is represented in the buildings of the foreground and 
in the distant edifices of Pisa. The science is not as yet matured, 
the true horizon is unascertained, yet the converging lines make as 
near an approach to the truth as could be expected at a period still 
distant from that in which Paolo Uccello strove to found the science 
upon a positive geometrical basis. The Embarkation, Landing, Miracle, 
and Entertainment of the saint are all episodes placed side by side 
withm the compass of one painted frame. The next is devoted to 
the incidents of Raineri’s death, and his transfer to the cathedral of 
Pisa. The passion of grief is well rendered, as Yasari truly remarks, 
by Antonio in the group on the extreme left which surrounds the 
corpse of the saint. He lies at length in his pilgrim’s skin, completely 
visible to the spectator, except where a figure stoops over his right 
hand for the purpose of kissing it. On the opposite side, another of 
his followers applies his lips to the left hand, and about the head a 
group of clergy and people is massed in natural attitudes and animated 
expression. A monk bending forward blows upon the coals of a censer, 
another holds the vase with holy water. Nearer the saint’s feet an 
aged friar is helped forward with difficulty by one of fewer years, and 
seems beyond measure desirous of gazing at the features of the de- 
parted. A little in front of him, a dropsical woman has been laid by 
her mother to Raineri’s feet. Her hands are raised and she looks up, 
grief and wonder commingled in her face. She evidently breathes 
with difficulty. Her forms are handsome though swollen by disease, 
youthful, and in good contrast with the weatherbeaten and timeworn 
ones of her mother, who stoops over her. The careful study and re- 
production of nature in its singularity is excellent, and foreshadows 
the art of Masolino at Castiglione and of Masaccio in the Brancacci 
Chapel at Florence. Nor is Antonio’s attention confined to the 
rendering of living forms. In the frame of Raineri he imitated the 
aspect of a dead man whose features, calm and tender in expression, 
are still relaxed by the absence of life blood, whose jaw and eye have 
sunk, and whose body has not as yet become a cold and stifiened 


1 Vasari, vol. ii., p. 174. 
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corpse. Here, indeed, the student sees the source which Stamina 
must have consulted, which Angelico and Masaccio drew upon. Here 
the key of their education is to be found. 

Above the distance of houses and the steeple of the cathedral 
appears the vision of Raineri, carried to heaven by the angels. Next 
comes, on the centre foreground, the saint carried on a stretcher and 
accompanied by magistrates and clergy to his final resting-place. 
Vestiges of players at the head of the procession may be discerned. 
Behind the body, to the left, three persons in grave converse proceed, 
and their faces as well as forms are amongst the best productions of 
the time. A group of children in rear, again, is less happily rendered, 
the idea of youth being incompletely given. In a gallery forming the 
upper part of a house in the distance, the episode of Archbishop 
Villani’s cure from sickness is depicted, and to the right leans the 
well-known campanile. In the third fresco, Raineri is exposed to 
public worship under a dais in the Duomo. To the right a crowd kneels 
or sits ; a female evidently possessed tears her dress and shrieks.^ 
Near her a woman holds a sick infant, and there are traces of other 
figures.^ The rest of the fresco, which has almost perished, is separated 
from the foregoing by the walls of the city of Pisa. A group of fisher- 
men, humble worshippers of Raineri, angle in the foreground. In the 
distance are remains of a vessel tossed by the waves, whose crew are 
casting merchandise overboard, an episode related of a barque owned 
by one Uguccione, who saved it by appealing to Raineri as his patron 
saint.3 The nude of the fishermen, their various age and action, are 
given with some realistic truth. In the fiesh and muscles, as in the 
extremities, the painter reveals a conscientious study of nature, whilst 
in the choice of square and unnoble form Antonio imitates, without 
attempting to idealise, nature. 


Throughout the whole of these frescoes the draperies are of 
easy fold, but less grand or massive than those of the fine Giottesques, 
for instance, of Orcagna. More numerous folds, a greater study 
of their detail may be noticed, whilst at the same time it may be 
admitted that the under forms are fairly shown. The nature of 
the stuff which clothes the figures seems likewise to have been 
an object of attention, and the flexibility of the thinner sort of 
textile fabrics worn by females is marked. It is a peculiarity of 
Antonio further, that his draperies cling and give to his forms 


Her name, Galliena mdemoniato,” may still be traced in the inscription 
at her feet. This figure is by Vasari transferred into the first fresco, whilst 
he introduces here the dropsical maid of the second. 

* The n^es of these persons may be seen in Rosun’s Descrizione delle 
Pmure del Oampo Semto (Srd ed., Pisa, 1829), pp. 88-89 et eeq. 

2 The figure of S. Raineri may be traced as an apparition ne ir the mast 
of the vessel. 
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more than usual slenderness. The feet and hands are accurately 
drawn and detailed. 

As regards colour, it may be affirmed, judging from isolated 
portions which have escaped the hand of time and restorers,^ 
that Antonio painted with hght transparent and not tasteless 
combinations of tone. Originally prepared of a light greenish 
grey, the flesh tints were afterwards put in with a sufficient body 
of rosy yellow, the shadows being furnished with thin warm glazes, 
the masses of light left excessively broad, and the highest points 
laid on boldly with touches. Each preparation is gently fused 
into the other, so that no abruptness should mar the effect. A 
light gay key of colour marks the draperies, the reds tending to 
a soft rosy hue with lights resolutely touched in white, and shadows 
glazed of a deeper tinge, the outlines being strongly marked at 
last to complete the whole.^ The utmost care and minuteness 
seem to have presided over the mixture and application of the 
colours ; and this would alone confirm what Vasari says, namely, 
that Antonio had deeply studied the medicine or chemistiy of the 
time.® Painters, indeed, were frequently members of the Guild 
of Speziah in the fourteenth century, and it is obvious, from the 
study of the history of the period, that most painters had labora- 
tories for the working up of chemical substances.^ The foregoing 
remarks will have prepared the reader, however, to notice one 
disadvantageous feature in the process and methods of Antonio. 
His gay and lucid tones leave upon the eye an impression of flat- 
ness. His lights and shadows are but feebly defined, and hence 
his pictures lack the great quality of relief. His shadows are 
light and transparent and too much confined in their surface, 
and these defects Masolino inherited, Masaccio alone avoiding 
them and mastering the perfect laws of diiaro-scuro, 

A glance at the frescoes of the ceiling in the Cappellone degli 
SpagnuoH in S. Croce may now be interesting. There, the slender 
forms, encased in clinging draperies, the vestments themselves, 
detailed in the fold, the soft type of the heads, recall to mind 
their counterparts in the Campo Santo of Pisa. That in the 
ceiling of the Cappellone the Giottesque spirit of Taddeo Gaddi, 

1 The^ brothers Melani restored these frescoes. See Eosini’s Campo 
Santo f vbi mp, 

2 The same process was used in the blues, whilst at times shot dresses 
were painted rose in shadow, yellow in light. 

® VASiJEii, vol. ii., p. 176. 

* See, for iostance, Cennini’s treatise. 
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without his masculine forms, prevails ; that the breadth of light 
and shade peculiar to the Florentine is absent ; that the draperies 
betray a certain research in the definition of folds and are less 
firm than those of the first Giottesijue, has already been remarked. 
Further, that softness of expression, light tender colour, and 
careful drawing of extremities are marked features, is certain. 
All these particularities reveal Antonio as possibly the author of 
the ceiling of the Cappellone ; and it is not too much to assume 
that he decorated it previous to his visit to Pisa.^ 

The faults which Antonio displays by no means overshadow 
qualities which mark him as a man of superior genius not only 
in his own, but for a subsequent age. Vasari truly said of the 
Pisan frescoes that they were the finest in the Campo Santo. They 
justify the assertion that, as regards artistic talent, Antonio 
Veneziano surpassed Benozzo Gozzoh. He was, as Vasari says, 
an excellent fresco painter ; ^ and a careful examination of his 
work will prove that he disdained retouching a secco — the damage 
done to his transparent colours arising from the damp, which 
removed tones and intonaco, and from retouching. 

Antonio himself was one of the restorers of the paintings in 
the Campo Santo. He appears in the records of 1386-87 as the 
painter of the borders of many frescoes, amongst which are a 
Purgatory, an Inferno, and a Paradise.^ According to Vasari,^ 
he executed anew the body of the ‘ Beato ’ Ohverio with the 
abbot Panunzio, and many incidents of their Hfe, in a ‘ cassa ’ 
of feigned marble beneath the frescoes of hermit life by the Sienese 
Pietro Laurato.’’ It is quite ea^ to trace the portion of Loren- 
zetti’s fresco repainted by Antonio, and beneath it the figure of 
the Beato Giovanni Gambacorti (whose remains are said to be 
buried within the wall itself between two flying angels.® Above 
this, three hermits, two of whom sit at work, whilst the third is 
in a pensive attitude near a pool swarming with fish, are by 
Antonio, as well as the figure of S. Panunzio sitting in a palm 
tree. The latter figure is much damaged, but what remains of 

^ It would be well to assign the section of the ceiling in the Cappellone 
devoted to the subject of the Ascension to another and less able hand. 

2 Vasabi, vol. ii., p. 175. 

® CiAMPi, Not, Ined,, ubi sup., p, 151; and Foesteb, Bdtrdge, pp. 117, 
118. 

* Vasabi, voI. ii., p. 175. 

® Vids Bosini, Descriziom, vbi sup., p. 57. 

® One of whom blows into a censer, whilst the other waves a similar 
instrument. 
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it and of the rest exhibits the technical style, the character, pecuhar 
to Antonio. Yet the Venetian, having to restore the work of 
Lorenzetti, which differed entirely from his own, repeated the 
original composition, producing in consequence a certain energy, 
wildness and angularity of form, imitative of the Sienese manner. 
The drapery and extremities followed original lines different from 
those which he might have produced in a w'ork of his own, and 
as regards colour, he strove to rival the warm vigour of the sur- 
rounding figures. The technical method, however, wsis entirely 
Antonio’s, the intonaco having been renewed for him after the 
removal of a wooden sepulchre which, for a time, covered the 
spot.^ 

In August of the same year, 1386-87, in which the frescoes 
of S. Raineri were complete, Antonio painted an altarpiece for 
the chapel of the organ in the cathedral of Pisa.^ This unfor- 
tunately has disappeared, and nothing remains further to illus- 
trate his manner or his stay in Pisa. 

His picture at Palermo, the signature of which has already 
been given, is, however, of interest, as it was executed later than 
the works of Pisa, namely in 1388. The company for which it 
was painted was that of S. Niccolb and S. Francesco at Palermo, 
and the picture itseK is a gabled square with two medallions at 
the gable sides containing the Virgin and Evangelist grieving. 
The square space beneath is adorned with medallions at the comers, 
in each of which is an Evangelist. Three vertical pilasters stripe 
the square, each of which contains four apostle in medallions.® 
In the gable, Christ receives the flagellation. The brethren kneel 
in groups at the sides, with their heads concealed in their cowls. 
The figures generally remind the spectator of the style of Taddeo 
Gaddi, but exhibit the development of form which characterises 
the frescoes of the Campo Santo.^ 

Two pictures in the style of this of S. Niccolo may be seen at 

1 See also in confirmation of this, KosiNi, Gampo Santo, vbi sup., p. 57. 
This is the more obvious now, as it will be found that Lorenzetti paint^ oh 
intonaco upon a groundwork of cane, Antonio on intonaco firmly fixed to 
the wall. As to the painter’s portrait, which Vasari mentions as existing in 
the Campo Santo, it is no longer preserved even by tradition, Vasari, vol. ii., 

p. 176. 

* Forster, Bdtraje, ubtsup., pp. 117, 118. 

® In the comers the Four Evangelists are depicted with their symbols in 
medallions. Between the pilasters the names of the deceased belonging to 
the company are inscribed. The whole painted in tempera on panel. Ground, 
gesso, beaten upon parchment. 

* [Consult Di Marzo, op. cit., supra, p. 481, note 1. 
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Palermo in the palace of the Prince Trabbia,^ but they are so 
damaged as almost to defy criticism. 

At Florence, a Deposition from the Cross belonging to an 
American gentleman, Mr. Jervis, has altogether the character of 
the works of Antonio. 

The last work of the painter that can be mentioned is a series 
of frescoes decorating a tabernacle in the grounds of Nuovoli 
belonging to the Pianciatichi, a wealthy family of Florence. The 
tabernaele is at no great distance from the capital, outside the 
Porta a Prato, It has long been abandoned to the vicissitudes 
of weather, and is, indeed, so little known and cared for that 
the latest commentators of Vasari declare it to have perished.^ 
The Deposition from the Cross was depicted at the bottom, 
the Judgment, the Death and Transit of the Virgin at the 
sides, of the tabernacle; but a great part of the principal 
scene is now obhterated, and vestiges only of the others are 
preserved. 

At the right side of the arch of the tabernacle are traces of 
nude figures rising from the earth, above which a female, partly 
naked, covers with the folds of a white mantle a multitude of 
small sinners.^ In so far as one can judge from the imperfect 
preservation of this work, it is a careful study of form, less perfect 
in the extremities than others of Antonio, and somewhat feebly 
realistic ; but the heads are fine, and are drawn with broad open 
brows ; the details of hair are minutely rendered, as they were 
later by Masolino and his school. The colour of these frescoes 
seems to have been of a vigorous local tone, and the execution 
displays the care and boldness of a finished artist. Qualities 
akin to those of Giottino ^ may be traced in this as in the choice 
of certain types ; but the perfection of the Campo Santo frescoes 
seems not as yet to have been attained. The tabernacle was 
painted by Antonio, says Vasari, for Giovanni degli Agli, of a 
Florentine family, which has either disappeared or lost its old 

^ To whom, as well as to the Conte Tasca, public thanks are here tendered 
for th€^ kindness and assistance, 

* jVoie to Vasaju, voL ii., p. 176. 

® In the upp^ space again, remains of heads of angels and apostles may 
be seen. The Virgin in a ^ory, supported by six angels in the side to the left, 
is evidently pari of a subject of which traces may be found lower down, as a 
tomb roumi which figures stand, in whose faces one may still discem marks 
of grief. In the vault of ibe arch the Saviour sits with the book, in the act 
of benediction, between the Four Evangelists. 

I * That is, of the works assignable to the last half of the century. 
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possessions. Antonio was employed by the Acciaiuoli in the 
Certosa of Florence to paint an altarpiece, and a fresco of the 
Transfiguration, which have perished. Vasari errs, as usual, in 
affirming that he died in 1384, aged seventy-four. Two years 
later he was still labouring in the Campo Santo. 



CHAPTER XXIII 

GHERARDO STARNINA AND ANTONIO VITE 


An artist of undoubted talent and conspicuous fame owed his 
education to Antonio Veneziano. Gherardo Stamina bequeathed 
to Masolino a style reminiscent of that which Antonio had deve- 
loped, and so claims a place in the direct descent of the Giottesques 
to Angelico and Masaccio. Yet this at first sight would seem to 
be but a deduction from the assertions of Vasari, a historian prone 
to error, as we all know, for of Stamina not a single authentic 
work remains. Gherardo was born at Florence in 1354,^ and 
spent a number of years rmder the tuition of Antonio Veneziano. 
Having mastered design and painting, he settled in Florence, where, 
in spite of mde manners and a hot temper, he found patrons. 
Not long after the completion of a series of frescoes in the chapel 
of the CasteUani at S. Croce, which he executed for Michele de’ 
Vanni, the disturbances of the Ciompi (1378) occurred at Florence, 
and Stamina became involved in them. In danger of his Hfe, 
he retired, and journeyed under the protection of certain merchants 
to Spain. Here, says the historian, he lost the rudeness of his 
manners, took lessons of Castilian courtesy, and acquired wealth 
in the exercise of his art. In 1387, he again resided in Florence 
and took the freedom of the Painters’ Company.^ He decorated 
the chapel of S. Girolamo at the Carmine, in which he not only 
introduced Spanish costumes, but displayed a certain versatility 
of humour. He executed, in 1406, at the top of the steps leading 
from S. Maria sopra Porta to the Palazzo della Parte, a fresco 
commemorative of the sale of Pisa to Florence, representing St. 
Dyonisius between two angels above a view of the city of Pisa. 
Many other works, says Vasari, were executed by him and increased 
his fame, and he might have gained a higher position, but that 
he died, and was buried in S. Jacopo sopra Amo.® 

1 Vasabi, vol. ii., p. 200. 

2 He appears in the Lihro de’ Pittori in 1387 as Gherardo di Jacopo 
Stama depintore.” Gualandi, ‘uibi sup., Ser. vi., p. 182. 

® He died at the of forty-nine, says Vasabi (voL ii., p. 203). But if 
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A fact may, at once, be elicited from this narrative. The 
dates suffice to show that Stamina might have been a disciple 
of Antonio Veneziano, Masolino was the pupil of Stamina, and 
inherited much of Antonio's manner. Hence Stamina must have 
painted in a style not dissimilar from that of the Venetian, Of 
all the paintings which may have once adorned the Cappella 
Castellani in Santa Croce, none remain but those of the ceilings 
and a figure of a prophet in a recess above the door J The former, 
divided by diagonals into sections containing the Four Evangelists 
and the Four Doctors of the Church, are painted so completely 
in the style of Agnolo Gaddi, that they must be assigned to him.^ 
If not, Stamina can be neither the pupil of Antonio nor the teacher 
of Masolino. The figure of a prophet in the recess, represented 
in flight and holding a scroll on which Hebrew lines are inscribed, 
is of a later date than those of the ceiling, but, being much damaged, 
no longer displays much relationship with the works of Antonio. 
The S. Dyonisius, although in existence at the time of Baldinucei 
and described by Richa, is now obliterated.^ In Spain, no vestige 
of Stamina's works is to be seen. 

A clue may perhaps be found to his manner, if we examine 
critically the remains of one of his disciple, Antonio Vite of 
Pistoia, whom Stamina once sent in his stead to paint the chapter- 
house of S. Niccolo at Pisa.^ 

Antonio Vite is known to have laboured at Prato, and, though 
Vasari only mentions a series of frescoes in the Palazzo al Ceppo 
which time has completely obliterated,^ there are frescoes in 
his manner in a chapel opening into the right transept of the 
cathedral. But before proceeding further, the reader may, if he 
pleases, read the following few facts respecting Antonio Vite and 
his style. 

he was bom in 1354, and painted the S. Dyonisius in 1406, he must have been 
older. [In the first eition of Vasari, Stamina is said to have died in 1408.] 

^ [These have now been freed from whitewash. They represent scenes 
from the lives of S. John Baptist and S. John the Evangelist, S. NiecoJb da 
Bari, and S. Antonio. Bure^ardt gives them to Agnolo Gaddi.] 

2 The Evangelists are represented with their symbols and, like the Doctors 
of the Church, emitting rays of light. The backgrounds are blue sprinkled 
with golden stars. Cinelli, Bdlezze di Firenze^ p. 338, assigns the ceilings 
to Taddeo Gaddi. 

^ Baudinucci, tihi sup.^ vol. iv., p. 516; Richa, Chiese^ vol. iii., p. 252. 

* Vasaei, vol. ii., p. 202. These paintings in S. Niccolb represented 
scenes from the Passion. They do not now exist. They were painted, 
according to Manni (Notes to Baxuinucci, vol. iv., p. 637), for Giov, delP 
Agnello in 1403, and inscribed “ autonio vite de pistoeio pinxit.” 

® Vasari, vol. ii., p. 215, Life of Lorenzo Monaco. 
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According to Ciampi,^ Vite “ completed the chapter-house of S. 
Francesco at Pistoia, which Puccio Capanna had left unfinished ; for 
in some parts of the paintings which decorate it, a style may be found 
similar to that of Antonio’s authentic frescoes in the suppressed church 
of S. Antonio Abate.” Ciampi is followed by Tolomei ^ in the asser- 
tion that the frescoes of S. Antonio Abate are by Vite ; but the re- 
mains which are still visible in that edifice ^ are not all by the same 
hand. In the ceiling, now divided into three parts by the reduction 
of the edifice to the form of a dwelling-house, the Saviour is depicted 
in glory presiding over the delights of Paradise ; and above him, the 
signs of the Zodiac are represented. This much-damaged painting 
is by a feeble artist of the close of the fourteenth century, educated 
under Orcagna. But in other parts of the edifice, the Creation of 
Adam and Eve, scenes from the life of the Virgin and of the Saviour, 
and from the legend of S. Anthony, are also produced by one whose 
feeble style is repeated in the ceiling of the chapter-house of S. Francesco. 
It has already been observed, when treating of Puccio Capanna, that 
these are feeble productions ; and certainly the long lean figures are 
ill calculated to arrest attention. 

Yet these feeble works are of interest, because others some- 
what similar may be seen in the chapel of the Cathedral at Prato 
to which reference has just been made. The two walls of this 
chapel are divided into three courses of single frescoes. On the 
lunette at one side is the Birth of the Virgin, and beneath, the 
Presentation in the Temple and the Marriage of the Virgin ; on 
the lunette of the other, the Dispute of S. Stephen, and beneath 
it the Stoning and the wail over the saint. In the diagonals of 
the ceiling, four figures symbolise Fortitude, Hope, Faith, and 
Charity ; and in the vault of the entrance, four busts of saints 
are placed.^ Of all these frescoes, three, namely, the Marriage 
of the Virgin, the Stoning of Stephen, and the wad over his body, 
the whole of the painted frames and medallions are by a rude 
painter of the rise of the fifteenth century, whose defective style 
is the same as that of the artist who painted the scenes from the 
Old and New Testament and from the life of S. Anthony in S. 
Antonio of Pistoia. Having thus ascertained that Antonio Vite 
is a fourth-rate artist, it is of comparatively Httle interest to notice 
the fewj^facts recorded of his life. It will suffice to remark : 

That^the works of the Campo Santo at Pisa, i,e, scenes from the 

^ Not, Ined.y vbi sup.^ p. 106. 

^ Guida, uhi aup.^ p. 116. 

® It is now a private house, No. 355 Piazza S. Domenico, at Pistoia. 

* One of them S. Paul. In the pgdnted frames are busts of prophets. 
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Passion and the Crucifixion, by some assigned to Buffalmacco, though 
feeble productions, are yet not by Vite. Vasari dates the frescoes of 
the chapter of S. Niccol6 at Pisa, 1403. Tolomei states that Antonio 
lived as early as 1347, that he was of a family established at Lampo- 
recchio, and that he was of the council of Pistoia in 1378. Della Valle 
supposes him to be the same who appears in 1428 under the name of 
Antonio di Filippo da Pistoia in the register of Sienese painters.^ 

The frescoes of Vite in the chapel of the Duomo at Prato have 
an interest beyond their artistic value. Tliey are the continuation 
of a series in part completed by another and abler paint-er. Without 
presuming to affirm that Starnina was originally employed to 
execute this work, it might seem but natural that Vite should be 
asked to finish that which his master had left incomplete. The 
Birth of the Virgin, the Presentation in the Temple, and the 
Sermon of S. Stephen are frescoes which invite study. They are 
less attractive at a first glance than they become on a closer 
inspection. They are evidently the production of one of those 
artists who devoted themselves to the analysis and study of form 
and its appearance in perspective, and who belonged to tliat 
important class which led up to Ghirlandaio. The artist was a 
student of the anatomy of form Mke Paolo Uccello, Piero della 
Francesca, the Peselli, and others. In a composition of ten figures 
grandly distributed in the lunette, he represented the Birth of 
the Virgin, and showed that he had inherited the classic Tuscan 
style. In four figures of females advancing with offerings, the 
spectator may remark a certain realism in the profiles of the 
heads, but at the same time some of the characteristics which dis- 
tinguish a similar incident in the Ghirlandaio frescoes of S. Maria 
Novella at Florence. Whilst a certain affectation of bearing 
reminds him of the creations of Paolo Uccello or Piero della Fran- 
cesca, the costumes and character are those of the rise of the 
fifteenth century. The chief interest of the piece hes in fact in 
the composition, and its combination with types less remarkable 
for beauty than for a reahstic study of human form. Great 
elasticity and firmness of step may be found in a female figure, 
of slender and graceful stature, descending a flight of steps. S. 
Anna in bed washing, and attended by a maid pouring water 
over her hands, a female in the centre of the middle distance 
holding the new-born infant, are more in the feeling and habits 
of the fourteenth century. A grand and finely draped figure, 

^ See also ]\Tilanesi, Doc. Sen.y ubi stip.y vol. i., p. 48. 
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kneeling in the right foreground of the fresco of the Presentation 
in the Temple, displays all the intelligence of form that one might 
expect from the later painters above mentioned. The colourless 
head proves to have been prepared with the bluish grey common 
to their time ; and a similar feature may be noticed in two figures 
standing to the right of the kneeling one on which the soft manner 
of Masolino is impressed. The painter’s power in composition, his 
firmness in design, his relationship to the artists already named, 
may be further traced in the next lunette scene, where S. Stephen, 
vdth outstretched arms, preaches to an unruly crowd in front of 
a temple. The grandeur of certain figures, such as that of an 
old man in profile withheld by another from attacking the daunt- 
less saint, cannot be denied. The technical process is here again 
revealed in parts which have been deprived by time of their colour. 
The bluish grey preparation of rough texture has been laid bare ; 
and where this has occurred the colour is somewhat weak and 
flat. But in the parts which are preserved the yellowish flesh 
tint, glazed with warm transparent tones, is light and clear, though 
not more relieved than in the frescoes of Masolino. 

Combined with a certain originality, these frescoes reveal, as 
has been seen, a relationship with those of other painters of the 
early part of the fifteenth century whose connection with Antonio 
Veneziano through Starnina is asserted. It may therefore be 
inferred that they are by Stamina, whose talent is celebrated by 
Vasari in terms of no common praise.^ 

^ [Thus nothing can be assi^ed to Stamina with any certainty, and it is 
not possible, as Ventxjbi {op. ii./p. 835) says, to know if he is worthy to 
be called indeed the master of Masolino. Consult Gigeioli, Per alcuno 
affreschi perduti dello Stamina in Bivista d’Arte (1905), vol. iii.. No. 1.] 



CHAPTER XXIV 

DECLINING SCHOOL OP GIOTTESQUES 

There axe many second-rate Giottesques deserving attention 
and study, whose lives and works do not stand in immediate 
relation to the direct line of progress in Florentine art. A narrative 
professing to trace that progress may venture to forget them for 
a while ; but cannot omit them altogether. 

Jacopo da Casentino heads a class of inferior painters who 
succeeded each other with great regularity of mediocrity, yet 
amongst whom perchance one or two of merit superior to the 
rest may be found. Such an one is Spinello Aretino, who deserves 
a higher place than others already noticed as pupils or followers 
of great masters in the main line of art descent. But he takes 
rank in this class because of his intimate connection with the 
second-rate Giottesques, and because he did nothing to save his 
successors from declining to the low standard of Neri di Bicci. 
Giovanni da Milano, one of those who led up to Masaccio and 
Angelico, Jacopo da Casentino, who headed the decline of a branch 
respectable under SpineUo but despicable in the Bicci, thus stood 
at cross ways. 

Jacopo da Casentino, related to the family of Messer Cristoforo 
Landino of Pratovecchio, was introduced to Taddeo Gaddi while 
the latter was engaged in the decoration of a chapel in the church 
of Sasso deUa Vemia in Casentino, and followed him to Florence.* 
Thanks, no doubt, to the recommendation of the Gaddi, he found 
sujQEicient employment in the capital, working at first as a sub- 
ordinate, and at last as an independent artist. Three tabernacles, 
erected in the Mercato Vecchio, at the angles of the Piazza S. 
Niccol6 and the garden of the Tintori, were entrusted to him to 
decorate with altarpiece or frescoes ; and the ornamentation of 
the pilasters, ceilings, and faces of Orsanmichele was about the 
most important work which he was commissioned to execute. 

1 Vasari, vol. ii., pp. 178-9. Pel Migliore all but prov^ the truth of 
Vasari’s statement as to the family of Jacopo. Vide annot. to Vasari, supra, 

T 417 2d 
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Here he painted sixteen patriarchs and prophets in the ceihngs, 
and scenes from the life of the Virgin and saints in the walls and 
pilasters.^ But, as in the tabernacles nothing of his manner 
remains, so in the walls of Orsanmichele the frescoes have dis- 
appeared. The pilasters and one of the ceilings, however, 2 still 
preserve vestiges of hfe-sized figures, an Annunciation and a Trinity- 
in the usual form, the fragments of which disclose, beneath much 
dust, traces of Jacopo’s weak Giottesque manner.^ If, however, 
Jacopo is entitled to Httle attention as a painter, he deserves 
credit for an organising spirit, and for the business-like assiduity 
with which he founded in 1349 ^ the Company of Painters, under 
the patronage of the Virgin, SS. John the Baptist, Zanobi, Reparata, 
and Luke, thus giving to his profession a standing of its own. 
The corporation then formed remained second to the Art or Guild 
of the Barber-Surgeons, and Grocers, which as early as 1335 had 
established rules for the conduct of such of its members as devoted 
themselves to the career of painters.^ Four Captains, four 
councillors, and two clerks were appointed to the company, all 
of them painters at Florence in 1349, the majority of whom, 
excepting Jacopo and Bernardo Daddi, have left not a single 
work behind. The captains or councillors did not think it neces- 
sary to draw up such extensive regulations for the administration 
of their craft as had been embodied in the earlier statute of Siena, 
but they made provisions for the election of their officers, for 
monthly meetings in the church of S. Maria Nuova, and for the 
entrance and other fees to which the corporation might consider 
itself entitled, the whole preceded by an appeal to the religion of 
the members, of which the following may be taken as an amusing 
specimen : 

As it is our opinion that during this our dangerous pilgrimage 
on earth, we should have S. Luke Evangehst as a special advocate 

^ Vasari, vol. ii., p. 179. 

2 Where four saints have recently been rescued from whitewash. 

® The spectator may still perceive that the nude in Jacopo da Casentino 
was of a coarse fiery tone. On comparison of other works, it is obvious that 
Vasari correctly assigns the figures at Orsanmichele to him. Vasari, vol. ii,, 
p. 179. 

* See the statutes in Gave, Carteggio, vhi sup^. vol. ii., p. 32, with the 
false date of 1339 — Gaye having misread the original MS., which is much 
abraded. [The Guild of S. Luke was founded in 1339. Of. Vasari (Ed. 
Sansoni), vol. i., p. 674. Jacopo da Casentino and Bernardo Daddi were 
entered in 1349.] 

* See these rules in Gave, Carteggio, nhi mip.y vol. ii., p. 39. 
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between ns, the Divine Majesty and the glorious Virgin Mary, and at 
the same time that her servants should be pure and free from sin, 
we do hereby order that all who do or shall inscribe their names as 
members of this company, be they male or female, shall contritely 
confess their sins, or at least make proof of an intention to do so on 
the nearest possible occasion .... and whoever joins this body is 
bound daily to tell five Paternoster and five Ave Maria ; and should 
he omit or be constrained by circumstances to neglect his duty and 
forget these prayers one day, he shall tell them the next, or whenever 
the matter may come within his memory.” 

The statute and organisation of the Company of Painters was 
registered before a notary in 1354, up to which time it is evident 
that Jacopo da Casentino remained in Elorence.^ How much 
longer after this he resided there is as uncertain as the date of 
Taddeo Gaddi’s death or Agnolo’s birth. But if Arezzo owed to 
him, as Vasari states, the regulation of the waterworks of the 
Eonte GuinizelH,^ the date of his return to that city was 1354. 
Here he seems to have executed a vast number of frescoes, the 
majority of which have perished. Parts of the Duomo Vecchio, 
which had been thrown down in Vasari’s time, and of the Vesco- 
vado, were decorated by him,^ and the canons of the Pieve 
employed him in various parts of the church of S, Bartolommeo. 
In a recess, in the right-hand corner of the side facing the portal 
of that edifice, the visitor to Arezzo may see a Dead Saviour by 
him, lying as in a coffin, naked, with His arms crossed over His 
breast, bewailed by the Virgin and S. John Evangelist.^ Much 
injured by time and other causes, this work may be noted as being 
coloured in glaring tones of a coarse substance, and as exhibiting 
Giottesque types and drapery on a low and rude scale. Jacopo 
may have had a just idea of proportion, and may have proved 
a desire to master details of form, but he showed a not unusual 
neglect in drawing extremities, and lack of power in shaping out 
the several parts of the human frame. Whilst feet or hands 
display a wooden clumsiness, the face is rendered from a poor and 

1 He executed for the Company of S. Luke in S. Maria Kuova a picture 
of S. Luke Painting the Virgin, with portraits of the members of the guild 
in the predella. These have ucdortunately perished. 

2 Vasari, vol. ii., p. ISO. See annot. of Vasari, note 1 to p. 180, in which 
it is affirmed that these waterworks were in 1354 replac^ in the state 
originally due to the Romans. 

3 Vasari, voL ii., p. 179 ; the Vescovado with a story of S. Martin. 

* Half figures, S. John wailing rests his head on his right hand- In the 
vaulting, the Lamb between SS. Bartholomew and Donato, the latter mis- 
called by Vasari S. Paul. 
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common type, alike devoid of energy or feeling,^ Yet, as we have 
seen, Vasari did not hesitate to assign to Giotto a fresco of S. 
Francis and S. Dominic in the Pieve ^ marked by faults similar 
to those of the fresco in S. Bartolommeo, which less partial critics 
may assign to Jacopo. Taking these works as a guide, we may 
assign to him further a lunette fresco of the Piet^ above the gate 
of the old Fraternit^i di S. Maria della Misericordia, now a Hbrary 
and museum at Arezzo, hitherto attributed to Spinello.® 

A better work, and of interest, is an altarpiece painted for the 
church of S. Giovanni Evangelista in his native place Prato 
Vecchio,^ and now in the National Gallery,® where Jacopo illus- 
trated the scenes of the life of S. John Evangelist which Giotto 
had previously used in the Peruzzi Chapel at S. Croce. His com- 
parative mediocrity may be proved by the poverty of his con- 
ception, the vulgarity of his types or action, and the feebleness 
of his execution. Yet his defects are partly covered by a certain 
vehemence of hand and exaggeration of expression or movement.® 
Of equal interest and better execution is a predella at the 
Ufiizi,^ in which a religious ceremony, at the centre, is flanked 
by two scenes from the life of S. Peter and eight figures of saints. 
The value of this piece lies chiefly in a lively colour and flowing 
drapery, which reveal the master of Spinello. A more modern 
altarpiece of the same class in the passage of the Uffizi represents 
the Coronation of the Virgin,® a subject which is repeated in the 
same style in a panel in the magazines of the Louvre. The collec- 
tion of the late Mr. Bromley comprised, amongst others, a series 
of five half-lengths of the Saviour between SS. Peter, Paul, Bartho- 
lomew, and Francis, assigned to Giotto, but executed in the style 
of Jacopo’s fresco in S. Bartolommeo at Arezzo. 

^ Besides this fresco in S. Bartolommeo, he painted the panel for the high 
altar. 

* Vasari, vol. i., p. 315. See antea in Giotto, S. Francis holds a book, 
S. Dominic a lily, 

* Vasari, vol. iL, p. 18S. Half figures, the Dead Saviour is supported 
naked and erect between the Virgin and the Evangelist. The head of the 
Saviour is damaged and that of S. John obliterated, but the style, forms, 
and colour are the same as those of J acopo at S. Bartolommeo. 

*• According to Vasari, he also painted at Poppiin Casentino (vol, ii., p. 179). 

® [No. 580 and No. 580a.] 

® This piece is of a dry tempera with verde shadows. It passed into the 
National Gallery from the XJgo Baldi collection. The subjects are : upper 
course, centre, the Resurrection, the limbo, the Donor and Family under the 
protection of the two SS. John. Above this upper course : the Trinity, the 
Virgin, and Angel Annunciate. Pediment : Scenes from the Life of the 
Evangelist. Pilasters : Saints. 

^ [No. 1292.] ® [No. 31. Probably by Giovanni dal Ponte.]' 
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The period of Jacopo’s death has not been ascertained, but he 
died at eighty years of age, and was buried, in S. Agnolo, an abbey 
of the Camaldolese at Pratovecchio J 

His contemporary and colleague in the council of the Company 
of S. Luke at Florence, Bernardo Daddi,^ painted the chapels of 
S. Lorenzo and of S. Stefano de’ Pulci e Berardi in S. Croce, and 
the gates of the old city of Florence.® 

The only remaining frescoes of Daddi that have been preserved 
are those of S. Stefano which represent the martyrdom of S. Lawrence 
and S. Stephen, and have been injured by time and retouching.^ They 
betray the weakness of an artist of a low order — not ignorant, how- 
ever, of the laws of composition as they were known to most 
inferior Giottesques. Vasari calls Bernardo Daddi a pupil of Spinello,^ 
but this is inconsistent with the only dates of his Hfe. He was enrolled 
as a member of the Company of S. Luke in 1355,® having been of the 

1 Vasajri, vol. ii., p. 184; who further mentions the following works which 
have perished : — ^frescoes at Arezzo in the Cappella di S. Cristofano in S. 
Domenico, in the Compagnia Veechia of S. Giovanni di Peducci, in the 
Cappella Nardi of S. Agostino (vol. i., p. 180), in the palace of the citadel, and 
beneath the organ in the Pieve (ibid., p. 181). [On Jacopo da Casentino, 
see Toesca, Uniili PiUori Florentini del Prindpio del Quattrocei^to in V Arte, 
an. 1904, p. 49 et seq.; and Suida, Ein Bezeichneies Werk des Jacopo da 
Casentino {Kunstchronick, Leipsig, 1906, vol. p. 335). Venturi attri- 

butes to him a picture, No. 26, Sala III., in the Museo Civico at Pisa, a 
Madonna and Child.] 

^ [Bernardo Daddi and Bernardo da Firenze are the same person, and 
must in no way be confused with Nardo, the elder brother of Orcagna. 
He matriculated in the Arte dei Medici e de^i Speziali about 1317, and 
we still hear of him in 1353. Cf, Frey, II Codice Magliabecchianoy xvii., 17 
(1892), p. 246 et seq,, and 248. Consult Vitzthum, Bernardo Daddi (Leipsig, 
1903) ; OsvALD SiRj^N, in VArte (1905), fasc. iv. ; Venturi in VArte (1006), 
fasc. ii., and idem., op. cit,, vol. v., p. 506 et seq. In 1328 he signed the picture 
of Madonna with SS. Matthew and Niccold, once in Ognissanti, now No. 26 
in the first long gallery of the Uffizi ; in 1332 he signed the Madonna and 
Saints, part of a tabernacle. No. 271 in Sala I. of the Sale del Angelico in the 
Academy of Florence ; in 1336 he signed the triptych, now No. 60 in Stanza II. 
of the Gallery of Siena, which represents the Virgin enthroned, with side 
scenes of great interest. In 1348 he signed the pohptych, eight saints about 
a Crucifixion, once at Ruballa, near Florence, and now in the collection of 
Sir Hubert Parry at Highnam Court, near Gloucester. The authors have for 
once failed altogether to understand the importance of this painter. Almost 
ignored by Vasari, who falsely considers him as a pupil of Spinello Aretino, he 
proves to be, as Mr. Fry (Burlington Magazine, voL ii., p. 117 et seq.) has 
pointed out, “ perhaps a finer artist than any other of the immediate suc- 
cessors of Giotto.” Nothing in all Taddeo Gaddi’s work can compare with 
the Highnam Court poliptych as regards nobihty of design and beauty of 
execution. But see Venturi, op. cit., vol. v., p, 520, notes 1 and 2, where too 
a list of Ms works is given, some fourteen in number besides these mentioned.] 

® Vasari, vol. ii., p. 181. 

* [The fresco over Porta S. Giorgio remains ; but according to Mb. Beren- 
SON, it is the work of Bicci di Lorenzo.] 

® Vasari, vol. ii., p. 181. 

• Guaxandi, vM sup., Ser. vi., p. 177. 
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couacil in 1349. He iiad one son called Daddo, registered in the same 
company in 1351, and free of it in 1358 ; a second called Simone, who is 
mentioned with Ristoro Clone in a record of 1366, ^ and he died in 1380.2 
Spinello was of a later time, as may he shown presently. No doubt 
Bernardo Daddi’s manner has a general relation to those of Spinello 
and Parri Spinelh, but this proves only that he and J acopo da Casentino 
had a common style which the Spinelli inherited. 

Of Daddi’s paintings on the gates of Florence hardly a vestige 
remains, and the fragments only suffice to convince the spectator 
that they were of Daddi’s time. 


Spinello of Arezzo was in every sense superior to Jacopo da 
Casentino and Daddi. Issued from a Ghibelline family wdiich had 
taken refuge at Arezzo about 1308, he nevertheless devoted himself 
to painting ; and though his father Luca Spinelli ^ did nothing for 
his education, and allowed him to learn the rudiments alone, he 
rapidly attained proficiency, so that after a slight course of instruc- 
tion under Jacopo da Casentino, he turned out at the age of twenty 
a better painter than his master. He was a man of great merit, 
following the style developed by Jacopo and Daddi ; but he rose 
above them by studying pure Giottesque models from which, 
aided by indubitable vigour and energy, he formed a manner bold, 
animat^, and picturesque. He represented the spirit of Giotto 
at the close of the fourteenth century better than any artist of 
that time ; and he undoubtedly played in painting the greatest 
part of that period.'* 

His style may be studied to the best advantage at S. Miniato 
outside Florence, in the Campo Santo of Pisa, and above all, in 
the public palace of Siena. His altarpieces and pictures are less 
favourable to his greatness than his wall paintings ; but in this 
he shared a pecuharity common to all the Florentines. Many 

7 ^ Bel ]Migltoee. Vasabi, voL ii., p. 182. 

2 Vasari, vol. ii., p. 182. He was buried, says the Aretine, in S. Felicity. 

® In the inscription of Spinello’s pictures, and in the records respecting 
him, he is called Spinello Lucae, which confirms Vasari’s statement. That 
his father Luca was a Ghibelline of the Spinelli family is only affirmed by the 
latter. 

* [That he was not the superior of Bernardo Baddi has been abundantly 
shown by now, cf. supra, p. 421, note 2. The date of his birth is entirely im- 
known. The first work he did to which any date can be given is the 
scattered panels, one of which, now in Mr. Quilter’s collection, gives his name, 
while its fellow in the Perth Gallery (36) gives the date 1380 ; the second is 
the frescoes of S. Miniato al Monte, which were commissioned by Benedetto 
degli Alberti, who, when sent into exile, added a codicil to his will (1367) 
ordering their completion. They are utterly spoiled by over painting.] 
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galleries have pictures inscribed with his name ; but these are 
mediocre when compared with his frescoes ; and it would be 
evident from a glance, were it not proved in other ways, that 
he trusted much of this species of work to assistants. Taking 
therefore his wall paintings for a guide, one can see that he pos- 
sessed Giotto’s maxims of composition, and that he distributed 
his subjects grandly and broadly. He proved himself at times, 
however, more Sienese than Florentine by falling into capricious 
or fantastic exaggeration. One seldom misses a stamp of force, 
stem character, or boldness of attitude in his figures ; but though 
true in movement and expression, they are often defective in the 
total of the proportions. He does not go into the detail of the form 
of the human frame, but neglects the extremities and articulations, 
so that the action is broken or incomplete; and his personages 
tread too often on an obhque, not on a horizontal plane. He drew 
freely and easily, sometimes carelessly. His draperies have breadth 
and an easy sweep, and clothe his figures with perfect fitness. His 
hardy ease of hand results in breadth of light and shade. Spinello, 
in a word, had many of the qualities of Giotto, combined with 
some Sienese character, which we find to some extent already in 
his master Jacopo. His colour has the gaiety of the latter, whilst 
his defects of design are those common to Agnolo Gaddi. Yet 
Agnolo had more severity, and was more firmly attached to pure 
Giottesque maxims, and Spinello, compared with Giotto, is a 
bold decorator, careless of form and of detail. 

Were it not almost certain that the fresco in the lunette above 
the portal of the ex-Fraternita della Misericordia at Arezzo was 
executed by Jacopo da Casentino,^ it should be assigned to Spinello’s 
early time. It might be considered in this case as his weakest 
effort. So little, however, of SpineUo’s work at Arezzo has been 
preserved, and so few dates are recorded in his life by Vasari, 
that it is difiBicult to follow his progress. Still one may assume 
that he proceeded with Jacopo da Casentino to Florence, where 
he painted, about 1348, the choir of S, Maria Maggiore for Filippo 
Cappelli, two chapels in the Carmine, ^ one in S. Trinita, and three 

1 See antea. . , , , i t j 

2 At the Carmine, says Vasari, he painted the chapel of bb. Jacopo ana 

Giovanni Evangelista, when the wife of Zebedee asks Christ to give seats m 
ParadiseTto her sons, when Zebedee, James, and John leave then: nets 
another chapel, scenes from the life of the Virgin {voL n., p.^ 186-7). [1 he 

frescoes in the choir of S. Maria Maggiore are by Spindlo s son Filippo, 
executed for Messer Barone Cappelli. C7/. Richa, Cktese Fwrenttm, vol. m., 
p. 282 et aeq., and infra p. 424, note 1.] 
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altarpieces for the church of SS. Apostoli, the church of S. Lucia 
de’ Bardi, and the chapel of the Peruzzi in S. Croce.^ Bottari was 
able to note that the frescoes in S. Maria Maggiore were painted 
in verdaccio or dead colour, and were going to ruin.^ They had 
been whitewashed in Richa’s time,^ and are lost to the present 
generation, like those of the Carmine, S. Lucia, and S. Croce. 

Recalled to Arezzo by his fellow-citizens, Spinello demonstrated 
his powers of rapid execution in almost aU the churches of the 
city and its vicinity. He painted in 1361 the picture of the high 
altar in the abbey of the Camaldoles in Casentino ; ^ and, between 
that date and 1384, when, after the sack of the town, he took 
refuge in Florence,^ he attended to commissions of the most 
extensive nature for frescoes and altarpieces.® Besides these, 
which have perished, he executed other works of no inconsiderable 
kind. With success, and not without grace, he painted the Annun- 
ciation on an altar to the right as one enters the church of S. Fran- 
cesco at Arezzo,^ arranging the figures with taste, and expressing, 
in the angel especially, a fair amount of religious feeling. Near 
these pictures, which a restorer has somewhat damaged, he painted 
frescoes on the wall between the chapel and the belfry, traces of 
which have recently been recovered from whitewash, a figure of a 
bishop and of one carrying an infant still revealing his style.® In 
the bell room of the same church, Spinello depicted scenes from 
the legend of the Archangel Michael, most of which are greatly 
injured. In one of the lunettes the Saviour, enthroned amongst 
angels, orders S. Michael ® to expel from his throne the rebel Lucifer 
and his angels. Beneath this the Archangel, poised on the dragon, 
is seen in the act of striking him, whilst, on each side, angels and 
demons struggle for the mastery, a fantastic medley of celestial 


^ Vasabi, vol. ii., p. 186-7, says, with reference to the choir of S. Maria 
Maggiore, that Spinello painted it for Barone Cappelli ; but this is probably 
an error, as the patronage of the high altar was only obtained by Barone’s 
son in 1348. Vide Richa, vol. iii., p. 282. 

^ Bottari, in notes to Vasari, vol. ii., p. 186. 

® Richa, Chiese^ vol. iii., p. 280. 

* Vasari, vol. h., p. 189, 

® Ibid., vol. ii., p. 194. 

® In the Duomo Vecchio and the Pieve. Ibid., pp. 187—9 ; in S. Laurentino , 
the Compagnia deUa Nunziata, SS. Marco, Giustino, Lorenzo, and the Speda- 
letto. Ibid., p. 192-3. 

In the chapel of Messer Giuliano Baccio. Vasari, vol. ii., p. 188. 

8 Vasab^ vol. iL, p. 188, mentions these, and besides, paintings in the 
Cappella de’ Marsuppmi, representing Pope Honorius confirming the rules 
of the Order of S. Francis, 

® On his left. 
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warriors and evil spirits in the forms of serpents. Here we find 
the counterpart of the frescoes in S. Maria degli Angeli at Arezzo, 
decorated with the same subjects by Spinello, but since obliterated 
with the exception of three heads transferred to canvas which 
are now in the hands of Mr. Layard, and were exhibited at Man- 
chester.^ Though in bad condition, these frescoes still have the 
spirit and character of the master.^ 

The Annunciation, in a tabernacle outside the church of the 
Annunziata, rivals in religious feeling and grace, as well as in 
beauty of composition, that of S. Francesco. The calm attitude 
of the Virgin is not less good than the action of the angel, whose 
flying drapery shows that he has but just alighted.® 

Spinello’s bold ease of hand and lively colour, his broad arrange- 
ment of groups, his power in giving ready motion to figures, 
without any special accuracy of drawing, his ability in rendering 
sweep of drapery, are illustrated in S. Domenico of Arezzo, where 
an altar to the left of the portal is decorated with the majestic 
erect forms of SS. James and Philip, between side panels repre- 
senting scenes from the fives of these saints.^ 

Vasari justly praises another of Spinello’s frescoes in Arezzo, 
a tabernacle above the door leading into the Compagnia della 
Misericordia.® The colossal Trinity depicted there, although 
repainted in its lower half, is worthy of distinct attention.® The 

^ Vasabi, voL ii., p. 197. Another of the sides of the beU room, cut in 
two by the wall of a passage leading from the church to the sacristy, contains 
remains of a fresco representing the vision of the Archsaigel to the Pope 
Gregory on the Mole of Adrian at Rome, which has since been called from 
this miracle the Castle of S. Angelo, and scenes from the life of S. Egidius. 
[These fragments which belonged to Sir Henry Layard, are now in the National 
Gallery, Nos. 1216a and 1216b.] 

® Especially the vision. 

® The Virgin sits with a book, Gabriel on one knee with arms crossed on 
his breast. The Spirit of the Holy Ghost and the form of the infant Saviour 
descend as if from the Eternal in the lunette above, now obliterated. 

A Virgin giving the breast to the infant Saviour (half figures), known as 
the Madonna del Latte, and executed for the church of S. Stefano fuor d’ Arezzo, 
is now in S. Bernardo, where of old were other works by Spinello. (Vasabi, 
voL ii., pp. 190 and 193.) On the facade of the ex-hospital of Spirito Santo, 
he painted the Descent of the Holy Spirit, three scenes from the legend of 
SS. Cosma and Damian, a “Noli me tangere,” of which the remains are now 
all but obliterated. 

* Vasari, voL ii., p. 192, The scenes from the life of S. Tames on the left, 
those from the life of S. Philip on the right. Some of the heads in the^ have 
been injured by retouching. Two scenes from the life of S. Catherine are 
above the rest. 

* Of old della Trinit^i. Vasari, voL ii, p. 193. 

^ Four angels supporting the Trinity have also been injured, as well as 
SS. Peter, Cosma, and Damian in the vaulting. 
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head of the Eternal, of a fine and powerful type, a well-propor- 
tioned figure of the Redeemer, not without religious feeling, impart 
to the whole subject a certain grandeur, whilst the general effect 
is heightened by vigorous colour.^ 

A Virgin between SS. James and Anthony assigned to the 
master in the company of the Purraciuoli at Arezzo, bears the 
date of 1377, and might prove, if the fresco be authentic, that 
Spinello was still at the time in his native city. 

According to a tradition existing to the present day, his shop 
was situated near the Via Sacra, at the corner of the Via della 
ToUetta. A room is shown on the ground fioor of a house on 
that site, in which a half figure of a Virgin Annunciate is preserved 
on a wall, with a winged Saviour above and to the right of it, 
both figures displaying truly the style of Spinello. 

At Florence he was employed by an Aretine, Don Jacopo, 
general of the congregation of Monte Ohveto, to paint for the 
church of that name an altarpiece illustrating the lives and martyr- 
dom of various saints. The central panel has disappeared ; but 
a gable and predella are still in the Gallery of Siena, ^ the wings 
in the gallery of M. Ramboux at Cologne.® On the pediments 
of these are the words : 

MAGISTER. SIMON CINI. DE FLORENTIA. INTALIAVIT. GAB- 
RIELLUS. ARACENI BE SENIS. AURAVIT MCCCLXXX .... 

The names of the carver and gilder, two different persons in 
that age, are thus duly recorded. That of Spinello, the painter, 
is absent. His signature, however, may have been on the central 
panel, as Vasari completes the inscription, adding that the date 
was 1385.^ The fragments of predella and pinnacle at Siena® 
have all the breadth of Spinello, and are much injured, but are 
not different in this from the sides at Cologne. Little more than 
two years after this, the sacristy, a lofty square chamber on the 

* [Now in the Gallery of Arezzo.] 

* [Nos. 64 and 70 of Sala II.] 

® 82. SS. Nemesius and John the Baptist, with predella, containing the De- 
capitation of the former, and Herod’s Feast, and Isaiah in the gable point. 
83. SS. Benedict and Lucilla, with a predella on which are the Death of 
S. Benedict and the Decapitation of S. Lucilla. 84. S. Philip, holding a book. 
85. S. James, with staff and book. 86. An apostle with a book. 87. A saint 
in monkish dress. [Now in the Perth Gallery.] 

* Vasari, vol. ii., p. 194. 

* Frfi^ment of p^ment is numbered 245 in the catalogue of 1860, that 
of the pinnacle 246. The subject of the predella is the Death and Transit, 
that of the pinnacle the Coronation of the Virgin. 
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south side of the choir of S. Miniato al Monte, near Florence, was 
completed in accordance with the last will of Nerozzo degli Alberti ; 
and Don Jacopo d’ Arezzo, for whom Spinello had already executed 
the altarpiece of Monte Oliveto, ordered of the artist the frescoes 
of the walls, ^ on which he represented the legend of S. Benedict. 

In the delineation of these subjects Spinello showed his usual 
vigour and skill, and surpassed himself in the last scene of all, 
depicting S. Benedict extended on his couch and bewailed by his 
brethren in various degrees of affliction, in a composition of a 
grand and decorous order. He was, indeed, more than usually 
successful in the drawing, proportion, and detail of this fresco. 
His draperies are broad and easy ; and, in spite of the injuries 
of time, the whole still preserves much of his transparent well 
relieved and powerful colour, as weU as the marks of his peculiar 
dexterity of hand. Some of the frescoes of the series are not 
faultless in distribution. They betray casual neglect and careless- 
ness. Yet in general they show so much life and energy, and 
are so fairly sustained by general laws of composition, vigour of 
character, and bold facihty of handling, that the total impression 
is grand. To Spinello’s assistant, Niccol6 di Pietro Gerini, the 
comparatively feeble Evangelists in the ceiling may be assigned, 
as they are not unlike the works of that master and his son 
Lorenzo, which shall be presently noticed. 

Spinello’s increasing fame now attracted the notice of the 
indefatigable Parasone Grasso of Pisa, who, after exhausting the 
illustrations of the Pisan hero, S. Raineri, now bethought him of 
two other saints whose lives and miracles might fitly adorn the 
stiU vacant spaces of the Campo Santo. Spinello was accordingly 
commissioned in 1391 to paint on the south wall, by the side of 
the miracles of S. Raineri, those of the SS. Ephesus and Potitus. 

The legend relates that Ephesus was presented to the Emperor 
Diocletian, who promoted him to a high command ; but that after 
he had braced on his armour, and was ready to start against the 
Christians, the Saviour appeared to warn him against the enterprise. 
Ephesus turned accordingly against the pagans of Sardinia, receiving, 
ere he sprung into the saddle, a banner of Victory blazoned with the 
arms of Pisa, from the hands of the Archangel Michael, who rode with 
\\\m in the subsequent fight with the host of his angels, and who 
insured a decisive victory. Appearing afterwards before the prsetor 

1 Vasabi, vol. ii., p. 190. By the will of Nerozzo, dated 1377, we have 
the exact period when these frescoes were commissioned of Spinello. Vide 
Cenni Storici di Miniato, obi sup,, p. 156 and following. 
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of Sardinia, lie was sentenced to the stake ; and only escaped by 
prayer from the flames, to perish immediately afterwards by the sword 
of the executioner. These incidents were depicted by Spinello in 
three parts of the upper course of the wall at the Campo Santo, whilst 
in three parts of the lower he represented scenes from the life of 
S. Potitus, which have disappeared with the exception of the decapita- 
tion, and the carriage of the saint’s body to Alexandria. In the first 
compartment of the upper course nothing remains but fragments of 
the fresco of the saint before Diocletian, and the appearance of the 
Saviour ^ to S. Ephesus. In the second the Lord, appearing to the 
left, the saint, kneeling in the midst of his officers, receiving the banner 
from the archangel on horseback, and the battle, are depicted. In the 
third the saint is brought before the praetor of Sardima, and taken to 
the stake ; the flames slay the executioners, and Ephesus is decapitated. 

In such stirring scenes as these, Spinello’s art no doubt shone 
to advantage ; and even now that the form of the compositions 
is no longer traceable, his power and boldness are to be distin- 
guished. In the battle scene, and by the fire of the stake, where 
the soldiers of the guard fall back from the flames which respect 
the saint, there is a hardihood of action and an attempt at fore- 
shortening, here and there not unworthy of admiration. Nor was 
Spinello so exclusively attentive to expressing passion in the heads 
of combatants and guards, but that in the face of Ephesus he 
could show the influence of tenderer feelings. The fragments of 
the Campo Santo are, however, most advantageous to Spinello, 
as they prove that he had the Giottesque quahty of lively and 
transparent colour, which is, indeed, far more apparent in the 
series due to his industry than in the neighbouring one of the 
Sorrows of Job so long assigned to Giotto. 

The records of the Campo Santo may be consulted for the 
fact that Spinello received from Parasone and his successor Como 
de Calmulis, 150 florins of gold for the three frescoes of S. Ephesus, 
and 120 florins for the three of S. Potitus, and that the whole 
labour was completed in March 1892 (Pisan style),^ 

From Pisa Spinello probably proceeded to Florence, where, 
in 1400 and 1401, he is known to have painted altarpieces for 
SS. Croce and Felicith ; but he had resolved to spend his old age 
at Arezzo ; and it is probable that about this time he finished 
the Fall of the Angels in S. Maria degli Angeli.® But so far from 

^ Whose form is now obliterated. 

2 See the originals copied in Forsteb, Beitmge^ vhi sup., p. 118. Spinello 
is there called “ dim Luce,” or the son of the late Lucas. [Sw also Morbona, 
op, cit., vol. ii., p. 200, no«e 8.] 

® Now obliterated. 
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dying of fright of his own picture of Lucifer, as Vasari states,^ 
he hstened to the overtures of Caterino Corsino, operaio of S. Maria 
of Siena, to come and paint there ; ^ and in answer to a letter 
from him rephed in September 1494, in the following characteristic 
manner : 

‘‘ Magiore mio carissimo. Let me know when ; and if you want 
me at once, I am ready. My fellow-citizens heg that I may from 
henceforth remain at their service, and they have great confidence in 
me, hut that is more of their kindness than my deserts. I am, how- 
ever, ready to come as I promised. Write to me, I am ready for your 
service.” ^ 

Urged no doubt to join at once, Spinello arrived on the 1st of 
October, engaging to serve for a year at Siena, in any work of the 
Duomo which might be entrusted to him. His son Gasparre, better 
known as Parri, accompanied him, and they were quickly installed in 
the house of Domenico di Niccolb, where one Nanno di Paolo was 
ordered to attend and furnish them with wood, wine, salt, oil, and 
other things.^ They laboured together in the Duomo till the end 
of summer 1405, with but one interruption in January (1404-1405), 
when Spinello went on leave to Arezzo, and left Siena on the 17th of 
August. A present to the gossip of the lodgings, wife of Domenico 
di Niccolb, is recorded. Of the works in the Duomo, however, nothing 
has been preserved, yet seven months of labour, at the rate of eleven 
and a half florins a ‘month, might have had a result worthy of re- 
membrance.® 

In all Mkehhood Spinello then proceeded immediately to Florence, 
where he painted for Leone Acciaiuoli the chapel of Dardano Acciaiuoli 
in S. Niccolb, and other portions of the same edifice, incorporated 
later into S. Maria Novella. In the present Farmacia, a room called 
“ Stanza delle Acque ” is still decorated with Spinello’s frescoes of 
scenes from the Passion, the greater part of which are concealed by 
medicine bottles and shelves,® work of hasty execution, mfenor to 
that of 1407 at Siena, ,and betraying the extensive employment of 
pupils.*^ More correspondence between Spinello and the Sienese in 


* The “condotto,” or contract, is dated the 20ih of August 1404. £k>c. 

Sen.., vol. ii., p. 18. 

3 Doc. iSen., iibi vol. il., p. 19. 

4 See the original record in Doc. Sen., vol. u., p. 19- 

« {This place has now been put in order so that one may the fre^o^- 
Entrance at 12 Via della Seala. On first me tangere, Entomb- 

ment, and the Crucifixion. On the second, the Via Craois, the FlageUation, 
and Eece Homo. On the third, spoiled by the CmaphM, 

and S. Peter and the Servant of the High Priest. On the fourth, Washmg the 
Disciples’ Feet, the East Supper, and Christ among the Apost^.] 

1 %wo inscriptions in Richa prove that the^ frescoes of S. Nicoolo were 
executed in 1405, and Vasari errs in the date of 1334 because he found that m 
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April 1406/ without results. In June, however (1407) old style, he 
signed a new contract, and, in March 1407-8, returned to his old 
quarters at Siena with Parri, to execute the frescoes of the Sala di 
Balia in the public palace, in conjunction with Martino Bartolommeo,^ 
who decorated the ceiling and framework with festoons and allegorical 
figures of little value. Here Spinello illustrated in sixteen parts the 
animated story of the Venetian campaign against Frederick Barbarossa, 
interesting to the Sienese, from the share which legendary history 
assigns in it to Eolanda Bandinelli, promoted to the pontificate under 
the name of Alexander the Third.^ Executed with great dexterity 
and freedom, and more than usually successful in composition, these 
frescoes are the best that remain to us of Spinello.^ The whole of 
the chapel, with its waggon roof, is adorned with paintings. Above 
the entrance a naval encounter is represented, over which two lunettes 
contain smaller compositions. In one of these the Pope, running 
away in the white garb of a pilgrim and admirably draped, is a 
prominent figure. Alexander again may be seen in a picture of the 
side opposite the entrance, proudly led on horseback by the Emperor 
Barbarossa and the Doge of Venice, both of whom hold the rein at 
each side, whilst in rear a suite of cardinals and deacons is relieved on 
a distance of ships and harbour, and in front a procession of clergy 
advancing to meet the Pope completes the picture.^ In the lower 
course of the wall, to the left, the Pope and his cardinals are grouped 
about the body of the Emperor ; the Doge Zani receives ^ from 
Alexander the sword which is to be wielded against Otho,® and in the 
lunette is the Coronation of Pope Alexander. The best maintained of 
these frescoes is that of Zani before Alexander, the most animated 
and best arranged that of the Pope on horseback led by Barbarossa ; 
and the figures on horseback as well as the horses themselves are fine, 
and fairly in motion. Though all the scenes are not equally well 
distributed, and the defective form and perspective of the architecture 
makes planes oblique which should be horizontal,® still the general 
impression is favourable because of the excessive speed and boldness 
of the execution, a comparatively fair breadth of light and shade, 

that year Deirdano Acciaiuoli caused the chapel to be built. The paintings 
were commissioned by I.eone in 1405. Vide Vasabi, vol. ii., pp. 185-6, 

1 Doc. Sen., vol. ii., p, 20. 

^ Ibid., vol, ii., p. 33. 

® The subjects were traced for Spinello by one Bettus Benedict!. Ibid., 
vol. ii., p. 33. 

* In a lunette above this the Pope gives Barbarossa his blessing. The 
lunette to the right is damaged. In the lower course of the left wall Pope 
and cardinals are grouped about the body of the Emperor, lying in front of 
them, a figure renewed apparently in the fifteenth century by Stefano 
Sassetta^s pupil, Pietro di Giovanni Pucci. 

^ Cardinals surrounded the Pope ; soldiers with papal and Venetian flags 
are about the Doge in the left foreground. On the arch in the centre of the 
chapel, Alexander in pilgrim’s garb is discovered at Venice. In the vaulting 
ai*e the symbols of the Evangelists. 

® With the result that figures do not tread on a proper plane. 
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gay, vigorous and transparent colour, sweeping drapery and a general 
aspect of life and motion. There is in fact a decorative unity in the 
whole which is effective. But there is still much to reprove in the 
drawing of the hands, feet and articulations, and in that of many 
short and thickset figures. Colour seems to have been obtained by 
simple means — first of all by systematic rapidity of hand, and then 
by the use of white undergrounds for high flesh fights, warmed up 
with transparent glazes. The share of Parri in these labours is 
evidently secondary ; because all the frescoes are by one hand and 
in one characteristic style. 

The latest record respecting Spinello and the labours at Siena is 
the 11th of July 1408,^ after which perhaps Spinello retired to Arezzo, 
where he died, aged ninety-two, leaving behind Parri and another son 
named Forzore to follow the professions of painter and goldsmith.^ 
Several pictures by Spinello have been preserved. One, a Madonna 
amongst saints and angels in the Academy of Arts ^ at Florence, 
ori^ally painted for S. Andrea of Lucca, is interesting for the in- 
scription : ‘‘ HOC OPUS PINXIT SPINELLUS LUCE ARITIO D. I. A. 1891.” 
It is a damaged, feebly executed production without the fixe of the 
master. 

A banner painted on both sides for the Brotherhood of S. Sepolcro 
at Gubbio, now in the hands of the Marchese Ranghiacsi,^ has all the 
character of the master, and is one of the best examples in private 
hands. On one face is the Flagellation. On the other the Magdalen, 
enthroned amidst a glory of eight playing angels, holds in her right 
hand the ointment and in her left the crucifix. Four brothers of the 
Fraternity kneel in pairs below ; the whole enclosed in painted archi- 
tecture adorned with medallions of saints.^ 

Three figures of SS. John the Baptist, John the Evangelist, and 
James the Elder, all but fife size, executed for the hospital church of 
S. Giovanni e Niccol6 at Florence, are now in the National Gallery, 
and have been mentioned as rather in the character of the school of 
Orcagna.® 

As a fimal example of Spinello, and an illustration of the manner 

^ Doc. Sen., vol. ii., p. 33. 

2 Vasari, vol. ii., p. 198. 

3 The Virgin enthroned under guard of angels between SS. Paulinus, 
John the Baptist, Andrew, and Matthew. The two angels to the left of the 
Virgin are gone, those to the right are in adoration. [No. 128 of Sala III.] 

* At Gubbio. 

® Of these vestiges only remain. 

* Purchased from the Ugo Baldi Collection, and now [No. 581] in the 
National Qallery CcUalogue. 

As examples of pictures which are not by Spinello, the following may be 
registered. A tabernacle exhibited at Manchester by G. E. H. Vernon, 
Esq., M.P. (No. 27 of Cat. Manchester Exhib. ), by some master of the close of 
the fourteenth century. The Adoration of Christ and Circumcision (No. 1 102 
of Berlin Gat.). The Last Supper (No. 1108 Berlin Oat.), and the Annuncia- 
tion, all assigned to the msister in the Berlin Gallery. 
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in which he allowed his assistants to share the honours of pubHcity 
with him, one may notice an altarpiece in tliree compartments 
executed for the monastery of S. Felicity at Florence and now 
in the Academy of Arts,^ inscribed at the base of the central panel 
as follows : 

QUESTA TAVOLA FECE FARE EL CAPITOLO CONVENTO DEL 
MONASTERIO DI SANCTA FELICItI, DE’ DANARI DEL DECTO 
MONASTERIO, AL TEMPO DELLA BADESSA LORENZA DE’ MOZZI IN 
ANNO DOMINI MCCCCI.^ 

It is proved by records ^ that the centre, representing the 
coronation of the Virgin, was painted by Lorenzo di Niccolb Gerini, 
the side to the right by Niceol5 di Pietro, father of Lorenzo, and 
the side to the left by Spinello.^ But for the record it would be 
difficult to assign to each of these painters his share in the entire 
work. That of SpineUo is undoubtedly beneath his usual powers, 
and in harmony with the third-rate talent exhibited by Lorenzo 
and Niccol6. These were, however, painters extensively employed 
in their time, though unknown or neglected by Vasari. Of Niccol6 
di Pietro the earliest and most important work is a series of frescoes 
in the ex-chapterhouse of S. Bonaventura of the convent of S. 
Francesco at Pisa. The name of the painter may be found on a 
bracket above the entrance door, as follows : 

NICOLAUS 
. . . . TR. PITOR 
DE FLORENT. 

.... INS . . . 

MCCCI .... 


or, as copied by Lasinio,^ 

NICOLAUS PETRI PITOR DE FLORENTIA DEPENSIT AN. 

^ [At Florence, No. 129.] 

^ [The authors do not mention what is perhaps the finest and certainly 
the most chEurming work of SpineUo Aretino that remains to us, the frescoes 
of the life of S. Catherine of Alexandria, which cover the two side walls and 
the arch of the CappeUa di S. Caterina, about two miles from AnteUa, towards 
Florence, a mile perhaj:« to the south of Bagno a Ripoli. See supra^ p. 398, 
note 8. For a fuU description and discussion of these frescoes, c/. Schmabzow, 
S. Caterina in AnteUa in Festschrift zu Ehren d, K. Inst, zu Florenz (Leipsig, 
1897), and compare Vitzthum, Un dclo perduto di affreschi di SpineUo 
Arctic in VArte^ 1906, fasc. iii.] 

® Vide annot. to Vasabi, vol. ii., p. 197 ; and Gaye, Carteggio, vol. i., p. 433. 

* Side to right, SS- Peter, John the Evangelist, James,- and Benedict; side 
to left, SS. John the Bapdst, Matthew, and FelicitA; pediment, six saints. 

« Tav. ii. of ItaccdUa de* PiUure anUche intagliate da Paolo Lasinio designate 
da Giuseppe Rossi. (Pisa, MDCCfOxx.) 
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At Prato there are frescoes by the same hand signed Niccol6 di 
Piero Gerini. 

At S. Bonaventura, Gerini painted scenes from the Pa^ssion. 

He placed in the sides of the entrance SS. Lawrence,^ and John 
the Baptist ; ^ on the entrance wall to the left, Jndas selling himself ; 
on the left side of the chapter-house, the Last Supper, the Washing 
of the Apostles’ Feet, Christ on the Mount of Olives, and the Capture, 
On the side opposite the door, the Flagellation, Christ carrying His 
Cross, the Crucifixion, the Deposition, and the Burial ; on the side 
to the right, the Resurrection, “ Noli me Tangere,” and Ascension ; on 
the wall of the door to the right, the Descent of the Holy Spirit. 

There are now but fragments of Judas selling himself, and of 
the frescoes on the wall to the left, hardly anything remains. The 
Flagellation, the Carrying of the Cross, and the Crucifixion itseK 
are in an equally bad state, and the Deposition is partly injured 
by the fall of the intonaco or abrasion of the colour ; but in this 
last composition, enough remains to justify an opinion as to the 
powers of the painter. A group of long slender figures of a weak 
character represents the Maries about the Virgin and the Virgin 
herself. Their long thin necks and small chins, their mouths 
writhing to express grief, display defects similar to those con- 
spicuous in frescoes decorating the sacristy of S. Croce at Florence 
which may for that reason be assigned to Niccol6 Gerini.^ The 
subject as a whole is not ill arranged ; but being an imitation of 
others of the same kind by artists of note, and therefore typical, 
it cannot be accepted as a proof of Niccol6’s power. In the Entomb- 
ment, the naked frame of the Saviour is extended on a winding- 
sheet, held up at each end by two apostles. The Virgin embraces 
as she raises the head of the Redeemer, and an apostle at each 
side kisses the hands, whilst the Maries and others stand around 
in attitudes of lamentation. With a slight change in the position 
of some of the figures, the fresco is a mere repetition of a picture 
at the Academy of Arts in Florence assigned to Taddeo Gaddi ; ^ 
and in both, the same character may be noticed. We may conceive 
Niccolb Petri Gerini to have issued from the school of Taddeo 
Gaddi, who is known to have been still alive in 1J66. His last 
work is dated 1401 ; his education in every case Florentine ; and 
in these frescoes of Pisa the continuation of the school of Taddeo 

1 Now all but gone. ^ This one of the finest figures here. 

® See antea in Taddeo Gaddi. [No. 1 IC of Sala L] 

T 2 E 
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Gaddi may be traced.^ The Resurrection is, like the Entomb- 
ment, a typical composition. The Saviour sets His foot on the 
side of the sepulchre, raising His right arm and grasping a banner 
in His left. Clothed in His white winding-sheet, which is fairly 
folded, His movement is not without grandeur. The type and 
outlines of this figure are the best in the chapter-house.^ The 
Noli me tangere,” though less good, is hardly less interesting, the 
action of the Magdalen being ready, and the group recalling that 
of Giotto.^ A certain amount of grace, natural movement, fair 
shape, and drapery hkewise mark the neighbouring group of the 
Maries. A thoroughly Giottesque form, again, may be noticed 
in the Ascension.^ In general the remains of these damaged 
frescoes ^ would prove that Niecol6 was a diligent and careful 
painter, whose colour wants force and fusion, though it has a 
certain hveliness and gaiety. In the draperies, the changing hues 
appear to have been favourites. The outlines and frames of the 
figures are reminiscent of the Giottesque type, but inferior to 
those of SpineUo, to whom, indeed, Niccol6 was also second in 
composition. On the other hand, he tried to finish hands, feet, 
and articulations, and was in this not only above SpineUo, but 
beyond Agnolo Gaddi. StiU his painting, compared to that of 
either of those masters, is lifeless and third-rate. 

Reverting for an instant to the Entombment in the Academy 
of Arts at Florence assigned to Taddeo Gaddi : 

The spectator may note in the composition, which is formed of 
life-size figures, complete want of rest and overcharge of figures. The 
Saviour, ascending in the upper part, is of noble and good proportions, 
the face youthful and the attitude fair, but the angels are in vehement 
action.® In the principal scene, the Saviour Hes very long on the 
tomb with hips enveloped in a drapery, but the spectator has before 
him a stiff, hard corpse, of which the form has been sought out and 

* Of this Entombment parts of intonaco and of colour are gone. 

- In the left-hand corner there are but traces of two soldiers asleep at the 
foot of the sepulchre. 

® The dress of the M^dalen is discoloured. 

* llie Saviour, of fair character and proportions in an elliptical glory, is 
surrounded by a choir of twelve angels playing, whilst below, the Virgin, 
M!aries, and apostle stand under guard of two angels. The foreground is 
discoloured. 

® Rumohr, Forschungen, vol. ii., p. 224, records that the paintings were 
executed for Lorenzo Ciampolini, on whose tomb are these words : 
“. . . Moecnx.vxx die xx mensis aprilis, qui x^tjrentius fecit ipsum 

CAPITULUM, PICgCURA ET SEMBtTS ABORNARI.” 

* Their white dressy are restored. 
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stu(Re<i without the genius of ensemble so striking in Giotto. Some 
merit may be detected in the soft expression of the face, but the flesh 
tints are light and flat, hence comparatively unrelieved. The re- 
maining figures are long and slender Hke those of Taddeo Gaddi, and 
affect his peculiarities of shape; but some of the t57pes are very 
common/ and the Virgin, at the Saviour’s head, has the pointed chin 
usual in Niccolb Gerini. The outlines are well defined, but coarse. 
The picture as a whole does not improve on acquaintance, being at 
first sight more pleasing than on closer examination. The draperies 
are overcharged with lines and folds ; and gay changing hues appear 
again to have been preferred by a painter who can be no other than 
Gerini.^ 

Analogy of manner connects him again with the frescoes of the 
sacristy of S. Croce at Florence, which not only resemble those of 
S. Bonaventura at Pisa, but others to be mentioned at Prato. Here 
Gerini seems to have painted by the side of a Crucifixion executed by 
a better Giottesque than himself,® Christ surrounded by the Virgin 
and apostles, carr 5 dng His cross, the Resurrection, and Ascension. The 
Saviour turns, as He carries His cross, to look at the Virgin stretching 
her hands towards Him from out the group of the Maries, who are 
sternly kept back by a soldier. In her action, the combination of 
vehemence, feeble form and unnoble expression which characterises 
Gerini at Pisa, is again displayed. In the Resurrection, the Saviour 
is but a repetition of that in the frescoes at S. Bonaventura, and has 
the same type and character as that in the alta^iece assigned to 
Taddeo Gad^ at the Academy of Arts.^ Similar forms, spirit, and 
drawing, again, are noticeable in the Ascension. At Prato, in the 
ex-chapterhouse of the convent of S. Francesco, Gerini’s style may be 
studied, with the certainty arismg from the fact that beneath the 
figure of S. Bartholomew, which, with those of SS. Chiara, Catherine, 
and John the Baptist, stand guard on the lintels of the entrance door, 
the words “ Nicholo di Piero Gerini, dipintore . . . . ” are inscribed. 
There he painted scenes from the legend of S. Matthew, including his 
Death, and scriptural incidents.® Executed later than those of 
Florence and Pisa, these reveal a peculiarity seldom to be found in 
the works of a truly great artist, a decline following upon advance in 
years. The figures are longer, slenderer, more stiff and lifeless, and 
less carefully executed than previous ones. A Crucifixion on the 
wall opposite the entrance, and the ceiling frescoes, are, indeed, so poor 

^ For instance, that of S. John kissing the hands of the Saviour. 

^ The figure at the Saviour’s feet is partly, and two figures more to the 
right totally repainted. 

3 Vide antea ; and this is an opinion already expressed by FoRStee, 
Beitraje, tibi sup., p. 207. 

^ No. 31 vide ante. 

® On the wall facing the entrance the Crucifixion, with the Magdalen at 
the foot of the Cross and the usual attendant scenes, all but obliterated ; and 
in the ceiling the Four Evangelists. 
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that they may be by Lorenzo. In this third-rate style it might be 
possible to quote, as by Niccolb, an infinity of works assigned in 
numerous galleries to Giotto, Taddeo Gaddi, and Orcagna.^ 

The records of Del Migliore also contain reference to the painter 
under the dates 1380 and 1383, and prove the existence of Masa 
his widow in 1389.^ 

Lorenzo di Niccolb succeeded to the mediocrity of his father. 
His most important labour is the Coronation of the Virgin and 
Adoration of the Magi, a predella altarpiece in the church of S. 
Domenico at Cortona.^ 

Beneath the Adoration is the painter’s name : “ laurentius 
NiCHOLAi ME PINSIT,” and the following : 

CHOSIMO E LORENZO DI MEDICI DA FIRENZE ANO DATA CHUESTA 

TAVOLA A FRATI DI SCO DOMENICHO OSERVANZA DA CHORTONA 

PER LANIMA LORO E DI LORO PASSATI MCCCCXXXX. 

Taken in 1438 from the convent of S. Mark at Florence, where it 
had once stood, it was sent by Cosimo and Lorenzo de’ Medici to 
Cortona, where it was long considered in spite of the signature to be 
an altarpiece by Angelico. 

Imposing in its total aspect, and better than the work of Lorenzo 
in the joint altarpiece of himself, his father, and Spinello, this is still 
a tMrd-rate Giottesque work of which the best parts are the com- 
positions in the predella and the figures in the pilasters. 

A glorification of S. Bartholomew by this master is preserved 
amongst a collection located in the Sala dell’ Antico Palazzo, now 
the Comune of S. Gimignano.^ It bears the following inscriptions. 

1 In the Palazzo Reale at Parma is a Death of the Virgin, in the Royal 
Gallery an upper composition belonging to the same altarpiece, representing 
the Gift of the Girdle to S. Thomas, placed under the name of Giotto, but in 
reality by Niceolb Gerini. In a room called la Scoletta or Coro of the church 
of S. Giovanni at Pesaro is an altarpiece by Niccolb with a mutilated inscrip- 
tion : . DE PLORENTIA 1400.” The Madonna is entlnoned under the 

guard of two angels. In the side panels, the Archangel Michael weighing the 
souls, and S. Francis are placed. 

A picture of the Coronation of the Virgin in the Zecca of Florence is noted 
by Gaye,^ who publishes a record proving that it was painted in 1373 by 
Jacobo Cini (can he be related to Jaeobo Cini the carver of the Mtarpieco by 
Spinello, see ante)y Simone and Nicholaus, the latter supposed to be Gerini. 

^ Gate, Garteggio^ vol. ii., p. 433. 

3 The Virgin is between ten saints. Above, the Angel and Virgin Annim- 
ciate at each side of a Trinity. Below, the Adoration of the Magi, at each 
side of which are four scenes from the life of S. Dominic, octagonal pilasters, 
angels and saints. 

Vide Chron. di S.^ Marco, in annot. to Vasari, vol- iv., p. 51. The letter 
of thanks from the prior of Cortona for the present is published by Gaye in 
Garteggio, vol. L, p. 140, 

® :^throned. With four scenes from liis life ; at the sides a Crucifixion 
and eight ^ints in the pediment. The altarpiece is No. 2 of the catalogue 
of a collection due to the care of the erudite and kindly Canon Pecori. 
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In the hem of the Saint’s dress : “ laurentius nicholai de elorentia 
PINSIT,” beneath the central figure : 

S. BARTOLOMMEUS APOSTOLUS, AN. MCCCCI QUESTA TAVOLA 
FECE FARE NICHOLINO DI BINDO KASSUCCII.l 

A Virgia and Child from the church of S. Bartolo by the same 
hand, as weU as four little pictures of SS. Fina and Gregory, with a scene 
from the hfe of each of those saints, are hkewise in the Gallery at 
S. Gimignano. 

In the passage to the Cappella Medici at S. Croce, in Florence, a 
Coronation of the Virgin, with attendant saints and scenes, 2 may be 
seen. The style is here a Httle better than at S. Gimignano and 
Cortona, but the hand is the same. The types are more regular and 
pleasing, and have more feeling. Of frescoes by Lorenzo di Niccolb 
none are known, but his manner is to be found in a Virgin, angels, and 
saints in a tabernacle at S. Andrea di Rovezzano near I’Anchetta, at 
no great distance from Florence ^ At foot is the date “ mcccc, viii del 
MESE GENNAIO.” TMs is a fair fresco of the lower Giottesque manner 
at the close of the fourteenth century. 

Lorenzo’s pictures, without great excellence, are not disagreeable 
to look at. He was not a bad painter amongst the third-rates. His 
colour was warm and not without power and harmony, and hiR drawing 
bold. ^ He was a man of considerable practice, but his work, though 
superior to that of Parri Spenelli, does not stand critical examination. 

The following selection may serve to illustrate the manner and 
school of Niccolb and Lorenzo Gerini. 

In the Academy of Fine Arts at Florence,^ the Virgin and Child 
between SS. Lawrence and John Evangelist, James and Sebastian. 
In the predella, five scenes, more in the manner of the Gaddi and less 
defective. In the same gallery, ^ the Virgin and Child between SS. 
Stephen and Reparata by the same hand as the foregoing. The 
Trinity ® between SS. Romualdo and Andrew, with three scenes from 
the life of the former in the upper spaces, inscribed : istam capellam 
FECIT FIERI JOHANNES GHIBERTI PRO ANIMA SUA A.D. MCCCLXV.” The 
Virgin and Child between SS. Lawrence and Julian, Anthony and 

1 The altarpiece was originally in the CJollegiata of S. Gimignano. 

® SS. Peter, Stephen, an apostle, and Ma^ Magdalen at side. Above, 
centre, the Trinity, at each side of which the Angel and Virgin Aj^unciate, 
the prophets Jeremiah and Isaiah. A lozenge below bears the date 1410. 

® Virgin and Child between four angels, SS. Catherine, John the Baptist 
(right), Magdalen, Peter (left). Six saints in the vaulting, of which S. Bar- 
tholomew is still recognisable. Above arch, the Saviour in benediction 
between two medallions of saints, 

* [No. 1, Sala I.] 

« [ ? No. 248, Sala I.] 

® [No. 140 of Sala I., dated 1365, from the Angeli.] 

^ [No. 11, Sala III. del Beato Angelico.] 



438 HISTORY OF PAINTING IN ITALY 

JoFn the Baptist, inscribed : “ santa maria orate pro nobis anni 
Mcccciiii.” Finally may be mentioned an altarpiece of some interest 
in the Church all’ Impruneta near Florence, superior to the last men- 
tioned, representing the Coronation of the Virgin with the twelve 
apostles at the sides, and, above and below, fourteen scenes from the 
life of the Virgin and Saviour, besides saints and angels in the pilasters 
and pinnacles. This picture is inscribed : 

AD HONOREM ET REVERENTIAM MATRIS DEI AC SEMPER VIRNIGIS 
GliORIOSE EEC TABULA FACTA FUIT TEMPORE REVERENDI 
DOMINI STEFANI PLEBANI PRO REMEDIO ANIME SUE ET 
ANIMARUM MAJORIS SOTIETATIS ET OMNIUM BENEFACTORUM 
ISTIUS ECCLESIiE. ANNO DOMINI MILLESIMO CCCLXX . . . . V.^ 

The reader who should be inclined to trust Vasari may learn 
from him that an artist existed at Arezzo in the fifteenth century 
whose talent as a colourist of fresco was unparalleled, whose fancy 
was beyond measure pleasant and capricious, and who, as a designer, 
was exceUent.2 Time has fortunately spared some of the works 
of Parri SpineUi, who is the subject of this flattery merely because 
he was bom in Vasari’s own city ; and the student is enabled to 
withdraw a third-rate painter from the place of honour unfairly 
assigned to him, and to thrust him back into the humble obscurity 
which he deserves. 

A great part of Parri’s works at Arezzo have perished, but 
some of those which he completed for SS. Domenico and Maria 
della Misericordia, and others hitherto neglected in the Palazzo 
‘‘ della Comunita ” ^ and in S. Francesco wfll amply satiate the 
beholder. 

Entering S. Domenico and looking to the right of the entrance, he 
may see a Crucifixion framed in a feigned panelling that now cuts 
ofi part of the picture, with the Virgin and a canonised bishop on one 
side, S. John Evangelist and another saint on the other. In this 

^ [This picture was commissioned by Messer Stefano, the Pievano of S. 
IVIaria dell’ Impruneta. It used to stand over the high ^tar. Cf. Casotti, 
Memorie latoriche deUa Miracoloea Immagine deW Impruneta (Firenze, 1714), 
pp, 43 and 91. 

t There is a very beautiful Crucifix which Mr. Berbnson attributes to Lorenzo 
di Niecolb in the Church of S. Giormo at Ruballa, and there is an ancona 
somewhat spoiled in the chmch of S. Martino a Terenzano, near Florence, 
with the following inscription: ^‘qtjesta tavola a fatto fare bomenico 
dele’ AVEDUTO per RIMEDIO dell’ ANIMA SUA E DE’ SUOI DISOEISTDENTI, 
ANNO DOMINI MCOOOn. DEL MESE DI QITJGNO AL TEMPO DI SER PIERO . . . 
LORENZO PINSET.]” 

* Vasari, vol. iii., p. 144 and following, 

® [Now in the Pinacoteca.] 
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fresco he will find the Saviour depicted in a long curved shape, ill- 
drawn, without sentiment, or a touch of nature in the attitude, by 
one who deserves to be called a second Margaritone. If he turns in 
disgust from this exhibition of low art to the figures at the foot of the 
Cross, he will find the forms of which Vasari truly says : “ Parri painted 
figures much longer and more slender than any of his predecessors, 
and whereas others at the most gave them a height equal to ten heads 
he made them of eleven and sometimes of twelve. Nor were they 
ungraceful, though lean ; but they were invariably bent round to 
one side or to the other, because, as Parri himself used to say, they 
had thus more ' bravura.’ ” ^ Curved, distorted, wooden, and hideous, 
disfigured further by vehement action and grimace, these forms can 
excite but a smile in the beholder when he thinks that Vasari, a critic 
of no common order, could find something to admire in them. In a 
lunette above this scene, two incidents from the life of S. Nicholas 
exhibit again superabundance of false and exaggerated action, draperies 
so long and plentiful as to smother the frames, and contours of a wiry 
and endless line. Parri did not even retrieve these imperfections by 
a feeling for relief or colour. On the contrary, his tones are laid on in 
raw and startling contrasts, of a coarse substance, and with a flatness 
which betrays no notion of chiaroscuro.^ As is too frequently the 
case with paintings of little interest, particular care has been lavished 
on their preservation, and a fresco, saved from the walls of S. Maria 
della Misericordia,® is now preserved in the Sala di Justizia Civile 
at Arezzo. This was one of a numerous class of votive pictures 
intended to honour the Virgin Mary, who was supposed to have 
interceded for the people of Arezzo ; and she is represented guarded 
by two angels in flight above her, in a cloak of such amplitude that 
beneath it the people of the city, a pope, and a cardinal find refuge. 
At the sides, SS. Gregory and Donato stand erect ; and the whole is 
enclosed in a painted frame, embellished in pinnacles with four alle- 
gorical Virtues in dead colour. Beneath, a damaged view of the city 
completes a picture which caricatures the defects of Parri. An altar- 
piece from the same church, representing the same subject with 
SS. Laurentino and Pergentino ^ at the sides, and resting on a predella 
in four parts containing scenes from the lives of the two saints, is a 
less defective, but still unpleasant work of the master now in the 
Palazzo della Comuni tk. In an upper story of this building, 
again, a fresco of the Crucifixion, with S. John and the Virgin in the 
dislocated attitudes pecuhar to Parri, is preserved. In S. Fra.ncesco, 
he painted the Last Supper ^ in a less exaggerated style reininiscent 
of the works of Bicci, It may, therefore, be one of Parri’s early 
productions, as yet comparatively untainted with his later failings. 
The S. Christopher in the Chiesa dell’ Oblata, which is said to be 

^ Vasabi, vol. iii., p. 144. 

2 The figure of the bishop by the side of the Virgin is repainted. 

® Vasaei, vol. ii., p. 150. * Vasari, vol, ii., p. 152, 

® The fresco is to the left of the entrance, and in part damaged. 
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inscribed : ‘‘ hoc opus pactum puit anno domini mccccxliv die iv. 
MENSis DECEMBRis,” lias been for some time invisible under a board- 
ing, tbe cburcb having been occupied as a barrack, Italy is unfortu- 
nately full of such frescoes as these, time having spared the bad in 
many more cases than the good. But it is unnecessary to expend 
any further trouble in a search for frescoes or pictures like those of 
Parri, who is below the Gerini in talent and inferior even to Cenni of 
Yolterra. Without a reminiscence of Spinello’s style, although it is 
on record that father and son painted together at Siena in the early 
part of the fifteenth century, Parri imitates the movements and 
draperies of Lorenzo Monaco. He may, therefore, have known that 
master. But if he studied under Lorenzo Ghiberti and Masolino,^ 
which is improbable, he gained little profit by it, and merely imitated, 
in the fifteenth, the bad example which Tommaso Pisano had already 
set to the sculptors of the fourteenth century. 

Parri’ s portrait was painted by Marco di Montepulciano in the 
cloisters of S. Bernardo at Arezzo,^ and Marco is mentioned as a pupil 
of Bicci in the fife of that artist by Vasari. He painted, in 14^, in 
terra verde, scenes from the fife of Benedict in the above-mentioned 
cloister. Those of the northern and three on the eastern face are 
preserved. The figures in the latter are short and coarse, large of 
head, and executed in a style recalling that of the school of Spinello. 
The painter may, therefore, have been one of Spinello’s pupils, for he 
attempts to rival that painter’s dexterity of hand and copies his move- 
ments. He has certainly less of Lorenzo di Bicci’s style. In the 
frescoes of the northern side, on the contrary, the execution is nearer 
to that of Lorenzo di Bicci, and, though inferior, also like those which 
Bicci di Lorenzo executed in the ceihng of a great chapel at S. 
Francesco of Arezzo,^ 

The discovery by Signor Gaetano Milanesi of numerous records 
respecting the family of Bicci ^ has thrown light upon a very serious 
error committed by Vasari. We are told by him that Lorenzo di 
Bicci was born in 1400, that he learnt under Spinello of Arezzo, 
and died about 1450,® leaving behind him two sons called Bicci 
and Neri di Bicci.^ On the very face of these statements lies a 
mistake ; for Neri is called by Vasari son of Bicci, and thus his 
father must have gone by the latter name, not by that of Lorenzo. 
The fact is that Bicci was bom in 1373 of Lorenzo di Bicci and 
Madonna Lucia d’ Angelo da Panzano. He married, in 1418, 

^ Vasaei, voI. iii., p. 144. 

^ Vasari, vol. iii., p. 152. 

® Ceilings assi^ed by Vasaeii, vol. iv., p. 19, to Lorenzo di Bicci, respecting 
whom and Vasari’s OT‘or in nomenclature a word hereafter. 

* See postea. 

* Vasari, vol. ii., p. 225 and following. 

« Ibid., p. 232. 
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Benedetta di Amato Amati, having issue Neri, who became a 
painter like his father. We thus have three members of this 
family, Lorenzo di Bicci the father, Bicci di Lorenzo the son, and 
Neri di Bicci the grandson. Many of the works which Vasari 
mentions in the life of Lorenzo di Bicci are proved by records to 
have been executed by Bicci di Lorenzo. Of the grandfather 
Lorenzo we know that he was a painter, and Vasari’s text suggests 
a belief that he confounded the two elder members of the family 
together. For instance, he says that Lorenzo was a pupil of Spinello ; 
and this might be true of one who lived in the fifteenth, less so of 
one whose works were mostly executed in the fourteenth century. 
Lorenzo di Bicci’s name, coupled with the epithet of “ pictor,” 
has been found in records of 1370,^ 1375, 1386, and 1398.^ In 
that of 1386 he receives from the opera of S. Maria del Fiore ninety 
florins of gold for paintings in that cathedral. In 1409 his name 
appears in the register of the Company of S. Luke as Lorenzo 
di Bicci dipintore.” ^ Vasari himself in his first edition declares 
that Lorenzo died aged sixty-one, and was mourned by Bicci and 
Neri, thus proving that he knew of Bicci’s existence. It is a pity 
that no pictures can be assigned to Lorenzo. If, however, he was 
a painter as early as 1370, he was a contemporary of Agnolo Gaddi. 
There are numerous frescoes not mention^ in the life of Lorenzo 
di Bicci by Vasari, nor in records as by Bicci di Lorenzo, which 
display a common character with those of Bernardo Daddi, Parri 
SpineUi, and Bicci di Lorenzo, but they have an appearance of 
greater age than those which are proved to be by the latter. The 
Cappella S. Jacopo in the Duomo of Prato, for instance, is decorated 
with frescoes iHustrating the lives of SS. James and Margaret. 

On one of the walls reserved for the former, his CaU to the Apostohc 
Mission, his Baptism of Hermogenes, and Martyrdom are represented. 
On the other wall, three scenes of S. Margaret’s legend, including her 
death, are painted.^ The laws of composition obeyed in the fourteenth 
century were here fairly maintained by an artist of feeble powers, 
whose long slender figures are marked at times by exaggerated action. 
Unfused flesh tones of thick substance and melancholy tinge, wiry 
but careful outlines, draperies of gay changing tints are characterislic, 
whilst some heads are not absolutely unpleasant to look at. The 

1 Videannot. to Vasabi, yol. ii., p. 225. 

2 Baldenttooi, O'pera^ vibi sup,, vol. iv., pp. 4Uo, 502, 503. 

3 GuaXiANdi, tibi sup., Ser. vi., p. 185. , , . , . 

* In the ceiling, four evangelists, and in the thiekn^ ot the entrance wall 
eight half figures of prophets, complete the decoration of the chapel. 
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style is a mixture of that of Daddi and Parri, less able than that of the 
S. Croce frescoes by the former, more talented than that of Spinello’s 
son. Scenes from the life of S. Cecilia recently rescued from white- 
wash in the chapel of the sacristy of the Carmine at Florence partake 
of the same character. 

In Arezzo the ceiling of the choir in S. Francesco is adorned with 
the Four Evangelists and their symbols. These Vasari assigns to 
Lorenzo di Bicci,^ but as he confounds irivariably Lorenzo di Bicci 
with Bicci di Lorenzo, one cannot say which of the two he intends. 
The figures at all events are sufficiently good, always long and slender, 
easily draped in festooned vestments. Though a general resemblance 
may be found between them and the frescoes at Prato and the Carmine, 
the style here is somewhat younger, and makes a nearer approach 
than the rest to the certain works of Bicci di Lorenzo. Vasari, as we 
have seen, assigns these to Lorenzo di Bicci, adding that the painting 
of the chapel was completed by Piero della Francesca after he left 
Loretto for fear of the plague. It is on record that the plague raged 
at Loretto in 1447-52. Bicci di Lorenzo was then just dead (1452), so 
that the probability is, Piero della Francesca succeeded him, and not 
Lorenzo di Bicci, as Vasari would have us believe, in the Cappella 8. 
Jacopo at Arezzo. If, however, this work at Arezzo has a general 
resemblance to older paintings, such as those of Prato and the Carmine, 
it is possible that the latter may have been by Lorenzo di Bicci, whom 
Vasari in this case, as in so many others, confounds with Bicci di 
Lorenzo. 

Bicci’s birth has already been given ; there are certain proofs 
that he executed the following works, most of which Vasari assigns 
to Lorenzo. 

In 1420, he painted for Bartolommeo di Stefano di Poggibonsi or 
Ghezzo an attarpiece for S. Bgidio of Florence.^ In 1421, he painted 
scenes from the life of S. Lawrence for Ilarione de’ Bardi in S. Lucia 
de^ Bardi.® In 142J, he executed and sent to Empoli a picture for 
Simone di Specchio or Guiducci. In 1424, he was registered in the 
Guild of Painters at Florence,^ and he produced, iu terra-cotta, a 
Coronation of the Virgin, now above the portal of S. Maria Nuova,® 
and the twelve apostles inside the same church.® In the same year, 
he painted in fresco the outer sides and fagades of 8. Egidio, repre- 
senting there the consecration of the church by Pope Marian YJ In 
1425, he executed frescoes in the chapel of Niccolo da Uzzano in 

1 Vasabi, voL iv., p. 19. 

* Assigaed by Vasari to Lrorenzo, vol. ii., p. 290. 

® As^gned by Vasabi to Lorenzo, vol. ii., p. 229. 

* Guaiakdi, tibi sup.t Ser. vL, p. 178. 

® Assigned by Vasabi to DeHo, vol. iii., p. 46. 

® Ibid. 

^ iVssigned by Vasabi to Lorenzo, vol. ii., p. 230. 
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S. Lucia de’ Bardi.^ About 1427, lie painted the initials of Christ 
according to the fashion of S. Bernardino on the church of S. Croce. 
In 1428, he commenced the chapel and altarpiece of Conte di Perino 
Compagni in S. Trinita of Florence, with the assistance of one Stefano 
d’ Antonio. S. Cosmo and Damiano, on a pilaster in S. Maria del Fiore 
and now in the Uffizi,^ was executed on commission from Antonio 
della Casa about 1429, In 1430, he began a series of frescoes in 
S. Benedetto de’ CamaldoH representing S. Giovanni Gualberto and 
six incidents of his life ; and he produced an altarpiece for Ser Ugolino 
Pieruzzi.® In S. Marco he decorated (1432) the chapel of the heirs of 
Ser Martino Martini, and he painted the chapel of the Compagnia del 
Tempio in the church of the Camaldolese.'^ In 1433, Francesco Galigai 
commissioned him to paint his chapel in S. Croce. In 1438 he finished 
an altarpiece for the chapel of Donato Barbadori in S. Felicitli, the 
chapel of the Beata Giovanna at Signa ; 1439, the tomb of Luigi Marsili 
in S. Croce,® 1440, figures of apostles and saints in a chapel of Santa 
Croce, 1441 again in this church, the Incredulity of S. Thomas and a 
colossal S. Christopher for Tommaso and Leonardo Spinelli, assisted 
Domenico Veneziano in the great chapel of S. Egidioin S. Maria Nuova, 
1445, began to paint at Arezzo,® and in 1452 died at Florence, and 
was buried at the Carmine.'^ 


Of all these works, some, as has been seen, remain. In the 
SS. Cosma and Damiano of the Uffizi, the colour is a little sombre 
and wants relief, but the outlines are careful, and, though in the 
same style, are more modem in appearance than those of Prato 
and the Carmine. Of the other works in S. Maria del Fiore, the 
saints beneath the windows of the chapel are in part repainted, 
in part renewed altogether. The apostles in pilasters noticed by 
Vasari® have perished. The terra-cotta above the portal of S. 
Maria Nuova or S. Egidio, as it is now called, exists ; those originally 
inside the edifice are gone. To resume, Bicci di Lorenzo shows 
himself connected with the schools of Daddi and Parri Spinelli. 
None of the works assigned by Vasari to Lorenzo di Bicci are by 

1 Assigned to Lorenzo by Vasabi, vol. ii., p. 229. 

^ In a predella are two scenes of the saints’ lives. [No. 54 m first Long 
G^aller y . 1 

3 With the assistance of Stefano d’Antoiuo and Bonaiuto di Giovanni. 

* Again with the aid of Stefano d’Antomo. 

® Assigned to Lorenzo by Vasabi, vol. ii., p. 231. 

® W^e may thus quote of Bicci di Lorenzo the joke arising from his rapidity 
of hand applied by Baudinucci (op. vol. iv., p. ^8) to Lorenzo di Bicci : 
“ Fill the porringers (for dinner) ; I shaill paint a saint and come. * 7 - 

’7 These facts are all taken from Carlo Mhakesi’s records, Gior. Stor, degh 
Archivi Toscani, tdxi sap. (third 4to, 1860), pp. 3 to 10. 

8 Vasabi, voL ii., p. 231. 
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him, but on the contrary by his son. Neither deserve to be classed 
above the third-rate artists of their country. 

As for Neri di Bicci, he brought art to the level of a trade ; 
and his shop was that of a house painter. He has left a diary 
of his daily occupations which may be found in a good commentary 
to the life of Lorenzo di Bicci in Vasari.^ His numerous altar- 
pieces and pictures merely prove that he knew the mechanical 
part of his business ; and his industry was so great that he filled 
half Tuscany with pictures at the time when Ghiberti, Donatello, 
Paolo UcceUi, Masaccio, and Angelico laboured. Those who may 
stfil desire to study his manner may look at his masterpiece in the 
Regio Lotto, of old S. Pancrazio at Florence, representing S. 
Giovanni Gualberto enthroned between ten saints in seats.^ The 
abbot of S. Pancrazio kneels at one side (the left), the scene bemg 
laid in an architectural chapel of a round form. Two medallions 
above contain saints holding scrolls, and two curtains which hang 
in festoons at each side of the picture are inscribed with the names 
of the saints within. Though restored, this is a fair specimen of 
Neri’s maimer. S. Giovanni Gualberto is not without character, 
but the forms and details are false, the extremities not drawn, 
the movements exaggerated. 

A sad colour pervades the whole ; and in general it may be 
said that Neri’s art is flat, raw in tone, inharmonious and mechanical. 
There are no less than four Annunciations by him in the Academy 
of Arts at Florence,® and numbers of pictures in churches which 
need not be mentioned. 

I Vasam, vol. ii., p. 256. 

* [Neri di Bicci himself tells us of this picture in his Bicordi under date 
March 1, 1454 : “ I record that on the above mentioned day I undertook to 
paint for the said Benedetto, Abbott of San Brancrazio of Florence, an arch 
in the cloister of the said house, where I have to paint a San Giovanni Gual- 
b«rto with ten Saints and Beati of his Order, and at his feet a kneeling Abbot. 
The which figures must be in an imitated chapel, round, the sky blue and with 
stars, and the windows carved ; and all well decorated and executed as well 
as I am able .” — Libro di Bicordi Arch, di Stato di Firenze, vol. ii.] 

® ['aere are five pictures byJSTm di Bicci in the Accademia, Nos. 149, 
22 6i» in Sala I. ; No. 22 in Stda I. del Beato AngeUoo ; Nos. 33 and 28 in 
Sala ni. del Beato Angelico, the last signed and dated. Only Nos. 22 and 28 
are Annundationa.] 
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CHAPTER XXV 


LORENZO AND OTHER FRIARS OF THE ORDER 
OF THE CAMALDOLESE 

Before devoting special attention to Angelico, or to his contemporary 
and rival in greatness, Masaccio, before endeavouring to explain or 
to illustrate the characteristic features of their styles, the reader 
shall be requested to cast a preliminary glance at the productions 
of a monk who inherited some of the manner of Agnolo Gaddi, 
and who, transferring into the fifteenth century the character of 
the fourteenth, may be said to have worthily continued the line 
of the Giottesques. It would be needless here to collect authorities 
for the admitted fact that art was cultivated from early times in 
monasteries. The reader may bear in mind the examples set by 
the Benedictines of Montecassino in the eleventh century, who 
were courageous enough to attempt the revival of a school of 
mosaists. He may recollect what the Dominicans of Florence 
and Pisa did for sculpture and for architecture, and he may have 
had occasion to convince himself that the art of miniature at 
least was practised in most, and particularly in the Italian, convents 
of the Middle Ages. Don Lorenzo of the Camaldolese of Florence 
produced works displaying in an eminent degree the qualities 
which might fit him for the direction of a monkish school of minia- 
ture.^ He undoubtedly belongs to the class of first-rate artists. 
Older than Angelico, he did not disdain at one time to act as his 
assistant ; but, independently of the Dominican, he also executed 
large and important works, more prized by the brethren of his 
order at the period of their execution than by their pious 
successors. 

The only picture which bears the name of Lorenzo is pre^rved 
in the abbey of the Camaldolese of Ceretto between Florence and 
Siena. It was executed in 141S for the great convent of the Angeli 
at Florence, and removed in the sixteenth century to the branch 

1 [For all concerning his pictures see OsvAin SiEtiN, Don Lorenzo Monaco 
(Zur Kimstgeschichte des Auslandes, Heft xxxiii, (Strasaburg, 1^5). 
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establishment of Ceretto, when the monks obtained for their high 
altar a picture by Alexander AUori. Lorenzo exhibits in this great 
work certain peculiarities of manner and of style, which enable 
the student to classify others that do not bear his signature. In 
the church of Monte Oliveto at Florence, a Madonna and saints 
by him is dated 1410.^ At Empoli, between Pisa and Florence, 
a Virgin and Child with saints is dated 1404.^ Lorenzo shows 
himself in the last of these works an artist in the strength of 
manhood. Hence the conviction may be entertained that he was 
born towards the end of the fourteenth century. His style dis- 
closes a disciple of Agnolo Gaddi, and has something in common 
with that of SpineUo Aretino, whose force of character in heads 
and neglect of drawing in the extremities Lorenzo emulates. He 
so completely carried the manner of the fourteenth century into the 
fifteenth, that a picture evidently by him at the Academy of Arts 
at Florence ^ was assigned by Vasari to Giotto ; and two of his 
panels at the National Gallery are considered to be by Taddeo 
Gaddi.4 

The form of Lorenzo’s altarpieces is that of the fourteenth century, 
and that of the abbey or Badia of Ceretto, which is fifteen feet high, 
without the three pinnacles, and twelve feet long, is a triple gable on 
pilasters resting on a pediment. In the latter portion of the piece 
the Adoration of the Magi and the Adoration of the Shepherds are 
side by side in the centre, with two scenes from the life of S. Bernard 

1 The Virgin enthroned holds the Child in a standing attitude. Two 
angels support the tapestry behind her, on the left are S. John the Baptist 
and S. Bartholomew, on the right SS. Thaddeus and Benedict, on the angles 
of the niches are medallions of prophets, in the apex the Eternal in the centre 
and the i^el and Virgin of the Annunciation. This perfectly preserved 
altarpiece is inscribed “ a.ve gbatia plena doms. tecum, an. u.mccccx.” It 
is in tempera on gold ground. [Now in the Uffizi, first Long Gallery, No. 41.1 

2 Here the Virgin enthroned holds the infant Saviour grasping her neck, 
a book in hand. To her left is S. John the Baptist and a youthful saint, with 
a sword ; to the right SS. Peter and Anthony the abbot. The central pinnacle 
is gone. In the sidte ones are the Angel and the Virgin Annunciate. The figures 
are half size of hfo, on the basement is the date 1404. In the collection of 
the Hotel Cluny at Paris is a small gable panel, in two vertical parts, repre- 
s^ting Christ on the Mount and the Holy Women at the Sepulchre, dated 
Anna Domini Mccccvm., and falsely assigned to Gentile da Fabriano. It is 
an exquisite work of Don Lorenzo Monaco, of his finest time. [No. 1667. 
To 1404 also b^ongs the Pie^, No, 40, in the first Long Gallery of the XJfiizi. 
It was bought from Mr. William Splice in 1882. It is inscribed “ anno &v.tE 
INCARNATIONIS MCCCim.”] 

® P^o. 143, The Annunriation, a triptych. Three panels have lately 
been placed below it. They do not apparently belong to it ; but are works 
by the master:— (1) Scene from the life of S. Onofrio, (2) The Nativity, 
(3) Scene from life of S. Martin.} 

* [Nos. 215 and 216.} 
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on each hand. The pilasters, in three courses, are decorated with 
six prophets ; the three pinnacles, with the Eternal in the centre, the 
Angel and the Virgin Annunciate ; the great central panel with the 
Coronation of the Virgin. Sixteen angels form a choir round the 
throne, which rests on a starred rainbow. In front, three angels wave 
censers ; and at each side are the apostles and prophets, amongst 
whom are SS. Benedict, Peter, and John the Baptist on the left, and 
S. Romoaldo on the right. 

Without genius for composition, Lorenzo had many other 
faults. His long and slender figures, with their affectedly bowing 
form, tread the ground without firmness ; but his drawing is careful 
and minute, his general tone is the gay, soft, and transparent one 
of a miniature, and his flesh tints are carefully fused. Draperies 
of breadth and mass have peculiar loops at the eye of the fold. 
His technical method of working is in fact less Giottesque than 
his forms or feeling. The keys of harmony in his altarpiece at 
Ceretto, and indeed in aU those which he produced, is that of a 
miniaturist of the fifteenth century. In the small compositions 
of the pediment he seems at his ease, and reveals something of 
the religious feeling of Traini, a peculiarity fitting him at a later 
period to assist Angelico.^ 

A smaller Coronation of the Virgin which evidently once formed 
the centre of an altarpiece is now in a private church belonging 
to Signor Landi near Certaldo, at no great distance from Ceretto. 
Three angels are in front of the throne.^ The side panels of this 
undoubted work of Lorenzo’s are probably those representing 
saints in the National Gallery under the name of Taddeo Gaddi.^ 
They have the same relation to the central piece in possession of 
the Signor Landi, as the sides of the Ceretto altarpiece to its centre. 

^ The altarpiece of Ceretto is inscribed as follows : 

HMC TABULA PAC3TA EST FRO ANIMA ZENOBH CfEOCHI, FBASCHE ET ST70BXXM 
IN BECOMFENSATIOlSrE UNTUS ABTERIXJS TABXJBE FEB. EIJM IN HOC . . . REN- 
Tn JOHANNIS ET STTORtTM, MONACI HUJUS ORDINIS Qtn EAM DEFINXIT ANNO 
DOMINI MCCCOXm MENSE FEBRUARH, TEMPORE DOMINI MATHEI PRIOBIS HUJUS 
MONASTERH. 

Of the three angels in front of the throne the central one is repainted. 
The saints at each side of the Coronation are ten in number, in all twenty. 
The saint’s head nearest the Virgin on the right is repainted. A choir of r^ 
seraphs surrounds the Eternal in the {Hnna^de. The pediment pan^s are 
partly damaged. 

* The panel is mutilated, with a hole at the centre of the base. Tl^ 
Virgin’s red dress has lost its colour,, and the ashen preparation, retouched in 
lights, is pow to be seen. The green dress of the central angel is repainted. 
[Now in the National Gallery, No. 1S^7. It has not been joined to the wings.] 

® Nos. 215-216 National OaUery Catalogue ; restored. 
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Possibly the picture, before its dismemberment and the loss of its 
pediment and pilasters, was in the Camaldolese monastery of S. 
Benedetto outside the Porta a Pinti in Florence, an edifice ruined 
during the siege of 1529. Vasari states that this represented the 
Coronation of the Virgin ; that it was similar to that of the monas- 
tery of the Angeli (now at Ceretto), and that it was exhibited in 
his time in the cloister of the latter monastery in a chapel to the 
right belonging to the Alberti.^ If restored to its original shape 
by the junction of the centre to the wings in the National Gallery, 
the altarpieee would differ in nothing from that of Ceretto, except 
in being smaller and in having eight saints in each of the sides 
instead of ten. 

The picture of the Academy of Arts at Florence is that which 
represents the Virgin shrinking with terror in her attitude from 
the visiting angel, a piece assigned by Vasari to Giotto ^ and praised 
by him because of the fear expressed in the action and features 
of Mary.^ 

One of the finest and best preserved altarpieces of Lorenzo 
Monaco is, however, that of the BartoUni Chapel at S. Trinita of 
Florence, in which the Annunciation is not depicted in the manner 
of that which hangs in the Academy of Arts. The angel kneels 
whilst the Virgin, of a long and slender form, presses her right 
hand to her breast and raises her head to listen. The draperies, 
though trailing, have breadth in the round sweep of their folds, 
and seem elastic. A soft expression, an air of questioning in the 
open mouth, are pecuHar to this figure of the Virgin ; whilst the 
character of the angel recalls that of Agnolo Gaddi at Prato, not 
only as regards type, but as regards the drawing and the thick 
forms of the fingers, Lorenzo displays perhaps a little more 
religious sentiment, but drawing quite as defective as that of 
Agnolo. In this, and particularly in the mode of defining the 
outlines of eyes, the last of the Gaddi evidently exercised a marked 
influence on Lorenzo. If his peculiar gaiety of tones and relation- 
ship in style to Spinello be considered in addition, Agnolo may 
well be described as the master of both. The pediment scenes 

1 VasaIri; voL ii., p. 211. 

* Vasari, vol. i., p. 311. See also antea. 

® [No. 143.] At eetch side of the principal scene are two saints. Three 
pinnacles of an altarpieee [No. 166 in the Florence Academy of Arts] are by 
Lorenzo Monaco, and form part of a Deposition from the Cross by Angelico. 
In the same collection [Nos. 144, 145, 146] is a predella by Don Lorenzo 
r^rOseniang the Nativity, sOeneS from the lives of S. Onofrio and S. Martin, 
the whole injured. 
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of the altarpiece in the S. Trinita are most carefully executed ; 
and this is particularly the case with the Adoration of the Magi, 
which combines all the artist’s religious feeling and warm harmonious 
colour, with little to compensate for total flatness or for absence of 
relief by shadow.^ 

Two pictures in the rectory of the Collegio Cicognini at Prato 
deserve attention. 

One represents the Virgin and Child between saints, ^ and has all 
the character of the master.^ The second is in the manner of one of 
his pupils, of whom we shall speak presently. 

Lorenzo died, as Vasari states, at the age of fifty-five, but we are 
not informed of time or place.^ 

^ In S. Jacopo sopra Arno, where an altarpiece by Lorenzo was preserved, 
aU that remains is a series of three pinnacles in the sacristy, in one of which 
the Saviour appears crucified, with two angels gathering the blood from the 
wounds of the hands, and in the two others are S. John and the Virgin in 
grief. The fragments lately sold by the fathers of S. Michele of Pisa, and 
now in the hands of Signor ToscaneUi in that city, are in Ltorenzo’s manner, 
but of less talent than he usually exhibited. 

In a passage of the Uffizi Gallery, an Adoration of the Wise Men, of old 
assigned to AngeMco, may still be seen. It is a pretty picture by Lorenzo, 
gay and soft in colour and flat in general tone. The Annunciation, the 
Prophets, and central figure of the Eternal forming part of the altarpiece are, 
however, by Cosimo Rosselli. 

The Company of S. Luke at Florence (near the Chiostro dell* Anminziata) 
also owns a work of Lorenzo, being the central composition of a series of three, 
in the pediment of an altarpiece. This central scene represents the Birth of 
the Saviour, whilst the side scenes, taken from the lives of SS. Cosma and 
Damiano, are by Angelico. [The Adoration of the Magi is now in the first 
Long Gallery of the Uffizi, No. 39.] 

® [Now in the Gallery, No, 3.] 

® SS. Benedict, Catherine (left), Giov. Gualberto, Agatha (right). Two 
angels in rear. The Annunciation in side gable, centre gable ; gone. In the 
Berb'n Gallery an Annunciation (No. 1135) is tmly by Lorenzo. Inferior to 
it, in the same collection, is an altarpiece (No. 1123). Of the style of the 
latter is a so-called Taddeo Gaddi in the late Campana Collection, now at the 
Louvre, representing SS. Lawrence, Agnes, and Margaret. Lorenzo, says 
Vasari, painted the Cappella Fioravanti in S. Piero Mahore (Vasaiu, vol. iL, 
p. 211), the altarpiece of the chapel of the Sangaletti in S. Piero Scheraggio 
representing the Virgin and Child between saints (ibid., p. 211), and the 
frescoes of the Ardinghelli and Bartolini Chapels in S. Trinit^ir (ibid., pp. 211, 
212), frescoes in the Certosa (ibid., p. 212), and a Crucifixion at the Romiti. 
All these have perished. 

* [Other works belonging to Bon Lorenzo Monaco are : — 

FiiOBENCE, S. TutnitI (Bartolini Chapel) — Life of the Virgin. Frescoes. — 
Academy — ^No. 166 (Angelico’s Entombment) ; Three Scenes in the 
Pinnacles— (1) “Noli me Tangere,” (2) Resurrection, (3) Maries at the 
Tomb. — ^Uffizi— No. 1309, Coronation of the Blessed Virgin, dated 1413 ; 
? No. 6, Christ in Gethsemane, ? No number in Sala IV. (Tus(^ School), 
Crucifilxion (from S. Maria Nuova). — Bebgamo — -Coll. Morelli No. 119, 
Piet5». 

England — ^Highnam Court, near Gloucester, Collection of Sir Hubert 
Parry : two predella scenes, the Visitation and the Adoration of the Magi, 
I. 2 P 



450 HISTORY OF PAINTING IN ITALY 

That numerous painters laboured in the Camaldolese convents of 
Italy is evident from numerous records. The annotators of the last 
edition of VasarP notice miniatures by a friar of the order in the 
choral books of S. Croce, signed “ don simon ordinis camaldulensis.’’ 
Vasari mentions as a forerumier of Lorenzo Monaco ^ one Don Jacopo 
who had executed numerous miniatures at Florence, Rome, and 
Venice, and a pupil of Lorenzo,® one Francesco, who in the fifteenth 
century painted a tabernacle at the corner of S. Maria Novella. 
Vestiges of the frescoes of this tabernacle remain,^ apparently at its 
origin tastefully coloured.^ 

One Andrea da Firenze existed at the latter period, whose style 
might lead to the belief that Vasari intended to speak of him when 
alluding to a pupil of Lorenzo Monaco. A large altarpiece, signed 
‘‘ ANDREAS DE ELORENTiA 1437,” may still be seen in an ex-chapel 
contiguous to the church of S. Margherita of Cortona. It is a large 
composite work by an imitator of MasoHno and Angelico.® The weak, 
slender, and mechanically executed figures, with their features and 
long necks, are remmiscent of Masolmo, angels taking a Virgin to 
heaven peculiarly so. The outlines are minute and of a hair line 
like those of Angelico, but the draperies are circular and poor, though 

are assigned to Lorenzo by Roger Fry ((7/, Burlington Magazine^ vol. ii., 
p. 117 et aeq,), — Riohmokb — Collection of Sir Frederick Cook, Madonna. 

Germany — Berlin — 119, Madonna with two saints; Adoration of the 
Hctgi. — Altenburg — No. 31, Flight into E^pt. — Berenson, The Florentine 
Painters, p. 119, q.v., gives other pictures in Brunswick, Frankfurt, and 
Munich. 

In Sweden, Dr. Osvald Sir6n, an authority on Lorenzo Monaco, pos- 
sesses a Madonna and Child by him. See Burlington Magazine, vol. v., 
p. 439 et aeq.] 

^ Note 1 to p, 213, vol. ii. 

® Vasari, vol. ii., p. 213. 

® Ibid., p. 214. 

* The Virgin and Child is still represented by the head of the former, 
and at the sides a figinre of S. John the Baptist may be distinguished. 

® Two panels, with numerous angels, much restored, in this manner, 
are in the Ugo Baldi Collection at Florence. In Pisa, Signor Toscanelli 
possessed a picture signed by Francesco, and dated (we have momentarily 
lost the date), representing four saints, showing a decline from the style of 
Don Lorenzo Monaco. By Francesco, because of the certainty arising from 
the foregoing, are doubtless inferior panels in the manner of Don Lorenzo. 
We may thus assign to him a Virgin and Child between saints, with legendary 
scenes in the predeUa, originally in S. Girolamo outside Gubbio, now (1864) 
in possession of the Marquis Ranghiacci of that place. 

® In the centre, the Virgin, in an elliptical ^ory, is taken to Paradise by 
sis artels ; S. Thomas kneeling beneath receives the Virgin’s girdle, and S. 
Francis and S. Catherine pray at his sides. In the upper ornament the 
Annunciation and Moses and Daniel are represented. The pilasters in four 
courses contain (left) SS. Anthony the abbot, Benedict, Fabian, and Peter ; 
(right) SS. Sebastian, Nicolas, J erome, and Paul. Peter and Paul are in the 
uppemost division at each side. On the pediment, immediately beneath 
the pilasters are two kneeling females, probably the donors ; and three scenes 
representing the Death of the Virgin (centre), the Martyrdom of S. Catherine 
(left), and S. Francis receiving the Stigmata (right). 
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carefully detailed. The light warm and rosy colour is grey in shadow 
and generally flat, the dresses being in light keys of colour. The finest 
parts are the pediment scenes, one of which, representing the Death 
of the Virgin, is almost a copy of the same composition by Angehco. 
The artist, who reminds the spectator so much of less able portions of 
Masolino’s work or of Masaccio’s at S. Clemente, was of Lorenzo 
Monaco’s time, and may have been an assistant to Angelico. It is 
very likely, indeed, that many feebly executed or conceived pictures 
assigned to the latter are by this Andrea.^ 

The Conversion of Constantine, in which the Emperor kneels at 
the feet of S. Sylvester between S. Peter, S. Paul, and two angels, 
a picture in the Casa Ramelli at Gubbio, is inscribed “ convebsio 
CONSTANTINI. HOC OPUS PBCIT ANDREAS DE PLORENTIA,” and is by 

the artist who executed the altarpiece of Cortona. The Conversion 
is, however, comparatively rude in execution. ^ 

A small picture of the same class by a Camaldolese friar may com- 
plete this series. It is in the choir of the church of the Camaldolese 
convent, two miles from Naples, and is inscribed : “ petrus dominici 
DE MONTEPULCIANO PINXIT Mccccxx.” Here the Virgin sits on a piece 
of gold brocade with the infant Saviour on her lap, and throwing back 
with one hand the veil from His shoulder.® Four angels playing music 
at the sides, two above, suspend a crown over the Virgin’s head. The 
work is low as that of a miniaturist whose technical art it shows. It 
has something in colour approaching to the pictures of Lorenzo Monaco, 
the tone being rosy, flat, light, and greatly fused. The slender figures 
are beneath even those of Lorenzo, the draperies circular in fold, like 
some in the Sienese school. The execution is beyond description 
minute, and reveals the greatest patience in the artist. The form of 
the Infant is by no means pleasing. This Petrus was a moi^ at Naples, 
but a Tuscan by birth, Montepulciano being at no great distance firom 
Siena. 

1 The whole of this altarpiece is preserved in its original frame, with an 
overhanging entablature. .... . , 

^ In the rectory of the Colle^o Cicognim at Prato is a picture ah*eady 
referred to, representing the Virgin and Child enthroned between saints, aiwi 
subordinate episodes in pinnacles, pilasters, and predella, wMch has the 
character of Andrea’s altarpiece at Cortona. At Florence, in an upper 
cloister of tho Badia, are scenes of the life of S. Benedict in the style of Andr^. 
The same manner is displayed in the pictures of the late Campana Collection 
now in Paris, falsely assigned to Angelico. 

® Her blue mantle is adorned with angels’ heads. 



INDEX OF PLACES 


AMAXiFi, Cathedral gates, 68 
Madonna del Rosario, 57 
Anagni, inscriptions at, 82 
Ancona, S. Ciriaco, 157 
Palazzo, 167 

S. Angelo in Pormis, 54 98, 163, 

231 

Antella, S. Caterina, 398 n., 432 n. 
Arezzo, 153 308, 425 

Ba(Ra di S. Flora, 198 n. 

S. Bartolommeo, 419 /. 

S. Bernardo, 425 n., 440 
Cappella de’ S. Jacopo, 442 
Castiglione Aretino, 153, 155 /. 
Cathedral, 196 n., 198 rt., 419 
Chiesa deh’ Oblata, 439 
CappeUa del Sacramento, 153 
S. Clemente, 154 

S. Domenico, 114 w., 153, 421, 425, 
438 

Episcopal Palace, 119, 157 
S. Francesco, 154, 424, 438 f., 442 
S. Margaret, 154 n, 

S. Maria della Misericordia, 420, 
423, 425, 438 /. 

S. Maria della Pieve, 153, 198 n., 
419/. 

Mnseum, 154 n., 420, 426 
S. Niccola, 154 w. 

Palazzo della Comunita^ 438 /. 
Spirito Santo, 425 n. 

Assisi, S. Bernardino, 317 n. 
Cathedral, 58, 164 
S. Chiara, 352 /. 

S. Crispino, 317 n, 

S. Damiano, 187, 190, 317 n. 

S. Francesco — 

Lower Church, 93, 140, 176, 
199 207, 237, 247, 273, 

299, 318 n. 

Cappella della Maddalena, 236 
n., 241 n., 315 /. 

Cappella di S. Martino, Z\*l n. 
Cappella del Sacramento, 348, 
350 /., 353 

Cappella di S. Caterina, 326 
Choir, 335 

Ci^pt of S. Francis, 140 n. 


Assisi {continued ) — 

S. Francesco — 

Sacristy of S. Francis, 73 
Upper Church, 62, 64, 141 /., 
155 n., 176 184 n., 188 

198 

S. Maria degli Angeli, 72, 141, 187, 
256, 317 

Avellino, Montevergine, 159 /. 

BsBiiiN, Museum, 26, 300, 302 ^.,431, 
449 /. 

Bologna, S. Antonio Abate, 284 n. 

S. Domenico, 116 
Galliera Gate, 285 
S. Giovanni Decollato, 318 n, 

S. Maria degU Angeli, 284 
S. Petronio, 325 
Pinacoteca, 282 n., 284, 438 n. 
Tomb of S. Domenico, 105, 116, 
120 

Capua, art at, 54 63 

S. Angelo in Formis, 54 98, 163, 

231 

S. Benedetto, 57 
S. Giovanni, 57 
Casabasciana, Pieve di, 131 
Casentino, 308, 417 /., 420 n., 424 
S. Cassiano, near Pisa, 96 
Castel S. Pietro, near Pisa, 120 
Castiglione Aretino, 153, 155 /. 
Cefaln, 58 164 

Ceretto, 445, 447 /., 451 
Chantilly, Museum, 200 n. 

Civit5i Castellana, 80, 81 n„ 82, 84 
Colle, S. Angelo, 116 
Cologne, collection of M. Ramboux, 
149 n., 152 n., 211 n., 426 
Cortona, 436 

S. Margaret, 112 2/., 450 
Pieve 112 

Cremona, Fra Gabrio, 145 

S. Donnhsto, 131 

Ebou, S. Francesco d’ Assisi, 278 
Empoli, 442, 446 



INDEX 


463 


Fabnza, Academy, 318, 321 
S. Francesco, 318 n* 

Fallen, 81 n, 

Ferrara, S. Agostino, 248 
S. Antonio Abate, 321 
S. Giorgio, 318 n. 

Palazzo, 248 
Figline, 393 

Florence, Academy, 133, 171 /., 176 
n., 260, 303 305, 326, 337 /., 

366, 378, 393 /., 395 /., 420 
/., 431 437, 444, 446, 448 

Accademia Filarmomca, 346 
Amphitheatre of the Boboli, 289 
SS. Annunziata, 93, 308 n. 

S. Antonio Ponte alia Carraia, 403 
SS. Apostoli, 94, 424 
Archivio Centrale di Stato, 258 n. 
— Diplomatico, 140 n. 

Badia, 198 n,, 217 n., 260 n., 350, 
366, 451 n. 

Badia di Settimo, 114 n., 324 
Baptistery, 75 /., 78, 84, 120 n., 
161 -ff,, 194, 287 /., 355 
Bargello, 218 /., 237 n., 241 n., 260 
n., 346, 379 
S. Basilio, 93 

S. Benedetto de’ Camaldolesi, 448 
Bigallo, 303 n. 

Campanile, 283 n., 287, 289, 307 
Cappella de’ Marsuppini, 424 n. 
Carmine, 261, 305 n., 341, 412, 

423 /., 442 /. 

Cathedral, S. Maria del Fiore, 115, 
120, 224, 282 2^., 286 289, 

292, 307, 356, 359, 364, 367, 

424 n., 441, 443 
Certosa, 411, 449 n. 

Chiesetta della Misericordia, 114 w. 
Convent of the Angeli, 302 n., 445 
S. Croce, 133 n., 155, 196, 249, 254, 
257 -ff., 302i!f„ 342, 365 n„ 393, 
412, 428, 435, 443 
Cappella de’ Baroncelli, 258 
263 n., 297 

— Bardi, 156 n., 254, 256 f, 

— Castellani, 412 /. 

— Giugni, 254 
— Medici, 352, 365, 437 
— Peruzzi, 203, 220, 249 420, 

424 

— Rinnccini, 305, 339 /. 

— S. Silvestro, 342 /., 347 
— S. Stefano de’ Pulci e Berardi, 
421 

— Tosinghi and Spinelli, 245, 
259 n. 

S. Egidio, 442 /. 

S. FeUce, 238, 240 


Florence {continued ) — 

S. Felicit^i, 306, 428, 432 /. 

Guild of S. Luke, 281, 307, 370, 
421, 449 n, 

S. Jacopo di Ripoli, 173 n, 

S. Leonardo, 100 
Loggia de’ Lanzi, 379 
S. Lorenzo, 309 n., 421 
S. Lucia de’ Bardi, 424, 442 /, 

S. Marco, 92, 238 f., 260 n., 283 n., 
436, 443 

S. Maria a Ponte, 288 
S. Maria Maggiore, 161, 260 n., 
423 /. 

S. Maria Novella, 166 196 n., 

238, 261, 263, 283 n., 314, 
334 /., 347, 359, 367, 415, 429, 
450 

Minerbetti Chapel, 292 
Spanish Chapel, 283 n., 309 ff., 
313, 345, 407 /. 

Strozzi Chapel, 359 374, 378, 

381 

S. Maria Nuova, 418 /., 442/., 449 n. 
S. Matteo in Arcetri, 396 
S. Mniato, 100, 164, 422, 427 
Monte Olive to, 426, 446 
S. Niccol6, 429 
Nuovoli, 410 /. 

Ognissanti, 260, 272, 286 305, 

324 378 

Frati Umiliati, 238 
Gondi Dini Chapel, 238, 240 
Orsanmichele, 367 "ff.t 417 /. 

Palace of the Podestit, 218 237, 

241, 260 n., 346, 379 - 

Palazzo della Signoria, 266 
S. Pancranzio, 444 
S. Piero Gattolini, 356 
S. Piero Maggiore, 367, 449 n. 

S. Piero Scher^gio, 100 n., 224 n,, 
449 n» 

Poggio Imperiale, 289 
S. Reparata, see Cathedral 
S. Simone, 172 
S. Spirito, 309, 395 /., 402 
S. Stefano al Ponte Vecchio, 403 
S. Trinity,, 114 n., 171 n., 307 n., 
314 n., 423, 443, 448 /, 

Uffizi GaUery, 172 w., 194, 338, 347, 
365 n., 421 n., 443, 446 n., 449 n. 
Zecca, 436 n. 

Foggia, 107 A 
Forli, 317 /. 

Gaeta, Nunziata, 282 
S. Gimignano, 146, 436 /. 

S. Chiara, 147 
Galleria, 436 /. 



454 


INDEX 


Glou.c6st6r» HighufldO. Court) 367f 42 I 5 
449 n. 

Groppoli, S. MichelO) 96 /. 

Gubbio, 431, 450 n., 451 

S. Jacopo sopra Arno, 449 n. 


Liverpool Gallery, 261 
London, National Gallery, 154, 171 n. 
261, 306 n., 367, 420, 425 n., 
431, 446 ff. 

Lucca, 102, 129, 135 

S. Alessandro Maggiore, 131, 132 n. 


S. Andrea, 431 
S. Cerbone, 133 
S. Chiara, 133 
S. Frediano, 96, 135 
S. Giulia, 131 
S. Maria de’ Servi, 131 
S, Martino, 100, 112, 266 
S. Michele in Foro, 130 


S. Pietro, 133 n. 
S. Salvatore, 96 


S. Maria dell’ Impbtoeta, near 
Florence, 438 

S. Maria in Portofuori, near Bavenna, 
248 

S. Martino a Terenzano, near 
Florence, 438 
Mensano, 97 

Messina, 63 .k » 

Milan, S, Ambrogio, 20 n., 45 /., 54 
Biblioteca Ambrosiana, 34 
Brera Gallery, 284 
Cathedral, 115 n. 

S. Eustorgio, 145, 295 
S. Lorenzo, 31 w. 

S- Miniato, 100, 164, 422, 427 
Modena, 132 n. 

Monrecde, 58, '62, 108 
Cathedral, 61, 98 
Montecassino, 54 
Montefiore, S. Paolo, 321^ 
Montevergine, near Avellino, 159 /. 


Naples, 9, 108 n„ 158 
S. Andrea, 269 
S. Angelo a Nilo, 281 
S. Antonio Abate, 268, 280, 384 
Baptistery, 9 

Castel dell’ TJovo, 106 n., 158, 
273, 275 

— Nuovo, 119, 158, 273, 275 
Catacombs, 6 n., 38 
Cathedral, Cappella de’ Preti Mis- 
sionapi, 279 

Cappella de’ Minutolo, 267, 269 
S. Cluara, 268, 270, 272 /., 280 


Naples {continued ) — 

S. Domenico Maggiore, 269, 280 
S. Giovanni in Carbonara, 278 
Incoronata, 270, 274, 277 

Cappella del Crosifisso, 269, 279 
— di Giustizia, 274 /. 

S. Lorenzo Maggiore, 158, 268, 
281 

S. Maria Nuova, 267 
Museum, 57, 267, 279, 281, 306 
S. Paul of the Theatines, 108 n, 

S. Bestituta, 267 
Seminario Urbano, 160 
Nepi, 74 

Sant’ Elia, 49 56 

Nuovoli, 410 /. 

Orvieto, 84, 290 

Cathedral, 78 n., 94, 101, 114 n., 
118, 124;^., 210, 330, 369 A 
S. Domenico, 115 
Otranto, 57 

Padua, Arena Chapel, 127, 223, 229 
f., 237 A, 241, 244, 298, 300 
S. Antonio, 245 f. 

Salone, 247 
II Santo, 114 245 

Palermo, 58, 402, 410 
La Martorana, 61 
Palace, 61 
Palatine Chapel, 60 
Paris, collection of the Hotel Cluny, 
446 n. 

Louvre, 171, 263 n., 285, 298, 
306 n., 449 

Parma, Baptistery, 73, 99, 102 
Cathedral, 99 
Museum, 75 
Palace, 133, 436 n. 

Pavia, Certosa, 115 n. 

Perth Gallery, 422 n., 426 n. 

Perugia, 112, 118 
S. Bernardino, 144 
Cappella Buontempi, 326, 335 
Casa Oddi, 331 
S. Domenico, 123, 316 
Montelabate, 153 
Tomb of Urban IV., 118 
Pesaro, S. Giovanni, 436 n, 

Pescia, S. Francesco, 132 
Ksa, 68, 95, 102, 104 ff., 128, 135 ff., 
144 

S. Anna, Convent of, 138 
Baptistery, 97, 101 106, 119, 

164 n„ 242 

Campo Santo, 2«., 97 /., 106, 118/., 
126, 164 n., 228, 286, 294 ff., 
313, 323/., 328, 334, 371, 427 /. 



INDEX 


455 


Pisa {continued ) — 

Campo Santo — 

Cappella Ammanati, 261, 308 
— Maggiore, 137, 141 
Cathedral, 79 n., 97 /., 120, 122, 
126 n., 173, 195, 294 /. 

S. Caterina, 145 n., 156 n., 292 /., 
381 A 

S. Francesco, 172, 285, 294, 307, 
432 

S. Bonaventura, 432 /. 

S. Maria della Spina, 118, 292 
S. Marta, 135 f. 

S. Matteo, 137 

S. Michele in Borgo, 114 n., 118, 
128 n., 449 n. 

Miiseo Civieo, 73 w., 122 n., 134, 
146, 238 n., 381, 383, 421 n. 

S. Nicolb, 114 n., 413, 415 
Palazzo de’ Anziani, 114 n, 

S. Paolo aRipa d’Arno, 164 n., 324 
S. Pierino, 138 
S. Pietro in Grado, 139 /. 

S. Pietro in Vinculis, see S. Pierino 
SS. Raineri e Leonardo, 97, 138, 
404 409 

S. Sepolcro, 98, 136 
S. Silvestro, 146 n. 

Pistoia, 94 /., 102, 144, 316 
S. Andrea, 95, 121 
S, Antonio, 414 ^ 

S, Bartolommeo in Pantano, 96, 101 
Cathedral, 109, 161, 166 
S. Francesco, 316 n., 414 
CappeUa Bracciolini, 156 
S. Ludovico, 316 

S. Giovanni Fuorci vitas, 96, 117, 
122, 306 

S. Jacopo, 114 n., 166, 295, 335 
S. Maria Nuova, 317 w. 

Palazzo del Comune, 335 
Poggibonsi, S. Pietro a Megognano, 
302 

Pomposa, 231, 318 ff. 

Pontedera, 287 

Prato, frescoes, 392 /., 415, 420, 433, 
435 

Cathedral, 126, 389, 414 /., 441 
Cappella de’ S. Jacopo, 441 
Collegio Cicognini, 449, 451 
Municipal Gallery, 337, 395, 449 

Ravello, S. Pantaleone, 106 /- 
Ravenna, art at, 19, 24, 46 ; decHne, 
31 

S, Apolhnare in Classe, 26, 28, 32, 
42 

S. Apolhnare Nuovo, 7 n., 28 A, 31 n. 
S. Giovanni in Fonte, 17 w., 19, 239 


Ravenna (continued ) — 

Cathedral, 32 
Madonna del Sudore, 32 
S. Chiara, 248, 322 
GaUa Placidia, Mausoleum of, 17, 
19 A, 24 

S. Giovanni Evangehsta, 248 
S. Maria in Cosmedin, 21, 36 
S. Maria Portofuori, 248, 318, 320 
S. Michele in AfiEriciso, 25 
S. Vitale, 21 A, 26 A, 32 
Rimini, 282 

Rome, early art at, 1, 3, 7 A? 17, 35, 
41 A, 47, 50, 52, 65, 67 ; de- 
cline, 41, 43^., 69 ; miniatures, 
65 ff. ; mosaics, 67 ; Neo- 

Greek influence at, 45 
S. Agnese, 39 A 
S. Alessio, 82 

S. Antonio Abate, 89 n., 414 
Araceh, 84 /.» 87, 90 n. 

Barberini Library, 52 n. 

— Palace, 66 
S, Balbina, tomb of, 87 n. 
Campana Gallery, 172 
Caracalla, baths of, 42 n. 
Catacombs — 

S. Agnese, 3, 39 A> 53 
S. Callisto, 2 /.,4 ff., 9, 18, 37, 44, 50 
SS. Marcellino e Pietro, 3, 7, 30 
S. Pontiano, 8, 36, 44 A > 173 n. 
S. Priscilla, 2 n. 

S. Sebastian, 8 n. 

S. Ceciha in Trastevere, 89 n., 90 n., 
91 n., 94, 196 n. 

Civit5, Castellana, 83 
S. Clemente, 38, 43 n., 68, 76 
SS. Cosma e Damiano, 15, 38 f. 

S. Costanza, 9, 10 n., 16 
S. Crisogono, 90 
S. Francesca Romans, 67 
S. Francesco a Ripa, 90 n. 

S. Giorgio in Velabro, 92, 212 A 
S. Giovanni in Laterano, 13, 42, 
75 A, 217 

Museum, 5 n., 7 n., 53 
S. Sanctorum, 45 
Triehnium, 42 
S. Venanzio, 39 A 
S. Lorenzo fuori le Mura, 38 f., 65, 
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S. Prassede, Cappella del Croei- 
fisso, 43, 85 

Cappella di S. Zeno, 44 n. 

S. Pudenziana, 10, 16 
SS. Quattro Coronati, 69 
S. Saba, 49 n. 

S. Sabina, 12, 47 ff. 

S. Sisto Vecehio, 396 
S. Stefano Botondo, 40 
S. Sylvestro, 69 
S. Teodoro, 39 

S. Urbano alia Caffarella, 52, 86 n., 
• 98 

Vatican Museum, 8, 33, 42, 88, 
144, 156, 317 n. 

— Library, 46, 64, 66, 135, 212 /. 
Villa Mattel, 82 ff. 

S. Tommaso in Formis, 82 n. 
Rovezzano, S. Androa, 437 
Ruballa, S. Giorgio, 438 n. 

Sauerko, 58, 63 

Sargiano, Frati de’ Loccoli, 155 

Sarzana, 136, 295 


Signa, Beata Giovanna, 443 
Siena, 64, 93, 146 ff. 

S. Ansano in Castel Veechio, 147 
Arcbivio di Stato, 148 
S. Caterina, 141 

Cathedral, 109 ff., 115, 120, 148, 
151 ff. 

S- Cristoforo, 149 
S. Domenico, 150 ff. 

Gallery, 147 ff., 156, 302 n., 421, 426 
S. Giorgio, 102 n. 

S. Gregorio, 150 n. 

Palazzo Pubblico, 148, 150 w., 152/. 
346, 422 

Sala di Balia, 430 
— del Consiglio, 153 n. 

Tribunal of Justice, 152 
Spoleto, S. Ansano, 38 
Cathedral, 68 n. 

SS. Giovanni e Paolo, 136 
S. Paolo fuori di Porta Romana, 68 
Subiaco, 70 ff., 82 

Tbani, 108 

Ubbania, 318, 320 
Urbino, 321 
Montefiore, 321 
Pinacoteca, 321 

Valfonda, 289 
Venice, mosaics, 63 
Academy, 401 n. 

S. Mark, 63, 64 n. 

Verona, S. Francesco, 247 
Villa Dalpino, see Groppoli, S. Michele 
Viterbo, S. Domenico, 114 w. 
Volterra, Cathedral, 114 n. 


(A full Index under painters’ names will be found at the end of vol. iii.) 
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